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Irving Penn
Centennial
Maria Morris Hambourg and Jeff L. Rosenheim

The definitive book on the work of a virtuosic and 
revered American photographer

“Irving Penn: Centennial . . . presents page after page of 
startlingly fresh images.”—Luc Sante, New York Times

Irving Penn (1917–2009) was among the most esteemed 
and influential photographers of the twentieth century. 
Over the course of a nearly seventy-year career, he 
mastered a pared-down aesthetic of studio photography 
that is distinguished for its meticulous attention to 
composition, nuance, and detail. This indispensable book 
features one of the largest selections of Penn’s photographs 
ever compiled, including famous and beloved images as 
well as works that have never been published, spanning the 
entirety of his groundbreaking career.

An enlightening introduction situates his work in the 
context of the various artistic, social, and political 
environments and events that affected the content of 
his photographs. Lively essays acquaint readers with 
Penn’s primary subjects and campaigns, including early 
documentary scenes and imagery; portraits; fashion; female 
nudes; peoples of Peru, Dahomey (Benin), New Guinea, and 
Morocco; still lifes; and much more. 

Published by The Metropolitan Museum of Art
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The Heart of the Matter | m a r i a  m o r r i s  h a m b ou rg

Photography is just the present stage of man’s visual history. 

— Irving Penn, 1975

Like many young Americans in search of culture, inspiration,  
and an inexpensive life abroad, Irving Penn might have sailed for 
Paris, but he had been born at the wrong moment. In 1917, the 
year of his birth, attacks by German U-boats brought America 
into World War I, and in 1941, when the twenty-four-year-old 
art-school graduate and fledgling art director was yearning to 
paint, Paris was occupied by Germany as Europe was ravaged by 
yet another war. With that continent off-limits, Penn decided to 
travel through the American South and down to Mexico instead. 
He would live in the town of Coyoacán. It seemed a good choice. 
Accessible and sunny, Mexico had a distinctly different, ancient, 
and colorful culture, and lately it had become famous for its con-
temporary art. The muralists had brought Mexican painting to 
international attention, André Breton and other Surrealists had 
found temporary roosts in Mexico, and Trotsky, Diego Rivera, 
and Frida Kahlo had made Coyoacán known far beyond its loca-
tion at the edges of Mexico City (fig. 1).

  Although the conditions seemed propitious and Penn 
was ambitious, as the year advanced, he grew disappointed by his 
progress at the easel. He had to admit he would never be a bril-
liant painter, and he could not stomach the life he could envision 
with only a second-rate talent. Dismissing the entire Mexican 
episode as “fantasy and escapism,” he washed the paint from his 
canvases and readied for home.1 In his trunk he packed a few 
drawings, some photographs, and a human skull or two. Perhaps 
the skulls were just the serendipitous finds of an artist browsing 
in junk shops, or maybe they related to his interest in the Mexican 
artist José Guadalupe Posada, who illustrated the culture’s obses-
sion with the Day of the Dead, but they also neatly confirmed, 
like a period at the end of a story, the finality of Penn’s escapade 

(fig. 2). The death’s head also resonated with a fact that had  
shadowed his Mexican stay; the cancer that had stalked his  
father had finally caught him. Irving had gotten word from his 
brother, Arthur, that Harry Penn had died in Philadelphia on  
April 14, 1942. 

Penn had gone to Mexico with the blessing of his “spiritual,  
aesthetic father,” Alexey Brodovitch, his principal teacher in art 
school and the man who, more than any other person, molded 
his artistic character.2 “Unmistakably Russian, essentially a  
gentleman, quietly but elegantly dressed in dun tones that suited 
his faded blue eyes and drowned blond hair,” 3 Brodovitch had 
fled his country following the 1917 Revolution and immigrated 

 1 Nonny Gardner Penn (British, 1914 – 1998), Irving Penn, Mexico, 1942.  
Gelatin silver print, 11 ¼ × 10 ⅝ in. (28.4 × 27 cm). The Irving Penn Foundation

 2 Irving Penn, Untitled, Mexico, 1942. Gelatin silver contact print, 2 ¼ × 2 ¼ in.  
(5.7 × 5.7 cm). The Irving Penn FoundationHambourg t h e  h e a r t  o f  t h e  m a t t e r
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B E S T S E L L E R

Bloomsbury 
Photographs
Maggie Humm

An enthralling portrait of the Bloomsbury Group’s 
key figures told through a rich collection of intimate 
photographs

Photography framed the world of the Bloomsbury Group. 
The thousands of photographs surviving in albums kept by 
Virginia Woolf, Vanessa Bell, Dora Carrington, and Lytton 
Strachey, among others, today offer us a private insight into 
their lives.

Maggie Humm brings together a curated selection of these 
photographs to offer us a fresh portrait of the Bloomsbury 
Group, showing them in a new, domestic intimacy. She 
brings to life the texture of Bloomsbury: their pastimes, 
children, clothes, houses, servants, pets, holidays. Several 
photographs are blurred as if taken in a hurried moment 
of time, and unguarded close-ups reflect complex personal 
relationships. The Bloomsbury Photographs are not simply 
documents, but testimonies of relationships, friendships, 
and the significance of empathetic lives.
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B E S T S E L L E R

Bernd & Hilla Becher
Jeff L. Rosenheim

With essays by Gabriele Conrath-Scholl, Virginia Heckert, and 
Lucy Sante, and an interview with Max Becher

The first comprehensive, posthumous monograph 
and retrospective on Bernd and Hilla Becher, best 
known for their photographs of industrial structures 
in Europe and North America

For more than five decades, Bernd (1931–2007) and 
Hilla (1934–2015) Becher collaborated on photographs 
of industrial architecture in Germany, France, Belgium, 
Holland, Great Britain, and the United States. This 
sweeping monograph features the Bechers’ quintessential 
pictures, which present water towers, gas tanks, blast 
furnaces, and more as sculptural objects. Beyond the 
Bechers’ iconic Typologies, the book includes Bernd’s early 
drawings, Hilla’s independent photographs, and excerpts 
from their notes, sketchbooks, and journals. 

The book’s authors offer new insights into the development 
of the artists’ process, their work’s conceptual 
underpinnings, the photographers’ relationship to 
deindustrialization, and the artists’ legacy. An essay by 
award-winning cultural historian Lucy Sante and an 
interview with Max Becher, the artists’ son, make this 
volume an unrivaled look into the Bechers’ art, life, and 
career.

Published by The Metropolitan Museum of Art

32 33Chemisch Fabrik Wesseling Bei Köln, Germany, 1997 Getreidesilos, Samer/Boulogne, F, 1998
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B E S T S E L L E R

Dorothea Lange
Seeing People
Philip Brookman, Sarah Greenough, Andrea Nelson 
and Laura Wexler

An expansive look at portraiture, identity, and 
inequality as seen in Dorothea Lange’s iconic 
photographs

Dorothea Lange (1895–1965) aimed to make pictures that 
were, in her words, “important and useful.” Her decades-
long investigation of how photography could articulate 
people’s core values and sense of self helped to expand our 
current understanding of portraiture and the meaning of 
documentary practice.

Lange’s sensitive portraits showing the common humanity 
of often marginalized people were pivotal to public 
understanding of vast social problems in the twentieth 
century. Compassion guided Lange’s early portraits of 
Indigenous people in Arizona and New Mexico from the 
1920s and 1930s, as well as her depictions of striking 
workers, migrant farmers, rural African Americans, 
Japanese Americans in internment camps, and the people 
she met while traveling in Europe, Asia, and Latin America.

Published in association with the National Gallery of Art, Washington
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Paul Martineau and Britt Salvesen

Robert Mapplethorpe

with contributions by

Philip Gefter

Jonathan D. Katz

Ryan Linkof

Richard Meyer

Carol Squiers
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1970

May 25: Meets David Croland, an illustration artist and 
model; they begin a relationship. Croland will intro- 
duce Mapplethorpe to several influential people in the  
art world, including Henry Geldzahler, curator of  
twentieth-century art at the Metropolitan Museum of 
Art in New York. 

Mapplethorpe is included in the group show Clothing as 
Art (organized by Stanley Amos) at the Chelsea Hotel. 
It is the first exhibition outside of school to include 
Mapplethorpe’s work. 

Filmmaker and photographer Sandy Daley, a  
Chelsea Hotel resident, shares her photo books with 
Mapplethorpe and lends him a Polaroid camera. 

Daley films Robert Having His Nipple Pierced (Patti Smith 
later provides a spoken-word soundtrack). Dr. Herb 
Krohn, resident physician at the Chelsea Hotel, assists 
with the procedure. 

Moves with Smith into a loft at 206 West 23rd Street, 
with space for Mapplethorpe to make larger and more 
elaborate constructions. 

Smith meets poet and musician Jim Carroll, who moves 
into the 23rd Street loft.

1971

July 3: Through Croland, meets John McKendry, curator 
of prints and photography at the Metropolitan Museum 
of Art, who allows Mapplethorpe and Smith access  
to the museum’s photography archives. Mapplethorpe 
takes an interest in the printing process and in the 

1972

Begins searching for tintypes and photographs at thrift 
stores and flea markets. 

Croland introduces Mapplethorpe to Samuel J.  
Wagstaff Jr., the former curator of contemporary art  
at the Detroit Institute of Arts, and former senior  
curator and curator of paintings, prints, and drawings 
at the Wadsworth Atheneum in Hartford, Connecticut 

Smith and Mapplethorpe move out of the 23rd Street 
loft. 

Receives $15,000 from Wagstaff to purchase a studio 
loft at 24 Bond Street, close to Wagstaff’s residence 
at 54 Bond Street.

With Mapplethorpe’s encouragement, Wagstaff 
purchases several photographs by Baron 
Wilhelm von Gloeden from a magazine vendor.

1973

January 6: Polaroids, Mapplethorpe’s first solo  
gallery exhibition, opens at New York’s Light Gallery. 

January 27: Wagstaff purchases Mapplethorpe’s  
photograph Mickey from Light Gallery for $200. 

Attends the exhibition The Painterly Photograph,  
1890–1914 at the Metropolitan Museum of Art with 
Wagstaff. 

Begins sending film to commercial printers to produce 
gelatin silver prints. 

Exhibits Polaroids alongside the work of Brigid Polk  
and Warhol at New York’s Gotham Book Mart. 

Commissioned by Smith to shoot the cover image for 
her book of poems Witt (published by Gotham Book 
Mart). 

August–September: Visits Fire Island, New York, with 
Wagstaff. 

1974

Gives $1,000 to Smith in support of her music career. 
She uses the gift to record “Piss Factory” and “Hey Joe” 
at New York’s Electric Lady Studios.

concept of photography as fine art; he is particularly 
intrigued by the work of Alfred Stieglitz and Paul Strand. 

Travels to London with McKendry, who introduces 
Mapplethorpe to figures in the international art scene. 

McKendry gives a Polaroid camera to Mapplethorpe, 
who begins to focus his art practice on photography. 

Receives a grant from the Polaroid Corporation. 

November 4: An exhibition of Mapplethorpe’s  
constructions and collages opens at the Chelsea Hotel.  
The artist, then in Paris, turns twenty-five.

November 24: Daley’s film Robert Having His Nipple 
Pierced is screened at New York’s Museum of Modern 
Art. 

Musician Allen Lanier, Smith’s boyfriend, moves into  
the 23rd Street loft.

Judy Linn (American, b. 1947), Robert Mapplethorpe and Patti Smith 
at the Chelsea Hotel, Room 204, 1970. Gelatin silver print, 50.8 × 
60.9 cm (20 × 24 in.). Courtesy of the Susanne Hilberry Gallery

David Gahr (American, 1922–2008), Patti Smith at Chelsea Hotel, 
1971. Gelatin silver print. Estate of David Gahr

CHRONOLOGY

November 4, 1946

Robert Michael Mapplethorpe is born at Irwin 
Sanitarium in Queens, New York, the third child of 
Joan and Harry Mapplethorpe. His parents are Roman 
Catholic. Ultimately, Robert will have five siblings: 
Nancy (b. 1943), Richard (b. 1945), Susan (b. 1949), 
James (b. 1958), and Edward (b. 1960). 

1949

August: Mapplethorpe’s parents purchase their first and 
only home, at 83-12 259th Street in Floral Park, Queens. 

Compiled by Karlyn Olvido

1960 

June: Graduates from Floral Park’s P.S. 172 middle 
school. 

Enrolls at Martin Van Buren High School in Queens 
Village.

1963

At sixteen, graduates from high school, moves away 
from home, and matriculates at Pratt Institute in  
Brooklyn to study advertising design. 

Joins the ROTC unit at Pratt, later pledging to the  
Pershing Rifles, a fraternal military honor society. 

Is nearly caught stealing a pornographic magazine 
in Times Square. 

1965

Changes major at Pratt from advertising design to 
graphic arts with an emphasis in sculpture, painting, 
and drawing. 

1966

Summer: Works as a counselor at St. Vincent’s Boys 
Camp in Delaware. 

1967

Meets Patti Smith toward the end of Pratt’s spring 
semester and moves into an apartment with her near 
the school. 

Works as a window trimmer for F.A.O. Schwarz toy 
store in New York. 

1968

Creates collages using imagery associated with black 
magic and Catholicism. Makes boxes, altarpieces, and 
triptychs inspired by the work of Joseph Cornell and 
Marcel Duchamp. 

Drafts a number of large constructions but is unable to 
assemble them because he does not have the necessary 
funds or space. 

Travels to San Francisco, without Smith. 

1969

In his final year at Pratt, fails a psychology exam, which 
prevents him from graduating. Withdraws from the 
school.

July: Moves into the Chelsea Hotel in Manhattan with 
Smith. In November, they move into a larger room on 
the second floor. The hotel is a well-known magnet for 
bohemian artists, writers, and musicians.

Mapplethorpe and Smith meet members of Andy  
Warhol’s Factory cohort at the nightclub/restaurant 
Max’s Kansas City. Among them are Jackie Curtis, 
Candy Darling, Danny Fields, Gerard Malanga, and Viva. 

Mapplethorpe is hired as an ad hoc photographer for 
Warhol’s Interview magazine. 

Introduces spray paint and sexual imagery from porn 
magazines into his mixed-media collages. 

Begins to design and sell jewelry. 

Mapplethorpe and Smith end their sexual relationship 
but remain friends. 

Robert Mapplethorpe in his Pershing Rifles uniform, ca. 1963 

Robert Mapplethorpe (left) with his mother, Joan; brother James; 
sister Nancy; father, Harry; and brother Edward, ca. 1958 

Robert Mapplethorpe and his mother on the day of his first 
Communion, ca. 1954–56

CHRONOLOGY
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B E S T S E L L E R

Robert Mapplethorpe
The Photographs
Paul Martineau and Britt Salvesen

This fascinating collection of Robert Mapplethorpe’s 
photographs contains over 250 striking images — 
from florals to portraits from nudes to still lifes, as 
well as images from his controversial X Portfolio 

“…an indispensable publication of lasting significance…”—
ARTFIXdaily 

“Authoritative and indispensable.”—Bay Area Reporter 

The legacy of Robert Mapplethorpe (1946 –1989) is rich 
and complicated, triggering controversy, polarizing critics, 
and providing inspiration for many artists who followed 
him. Mapplethorpe taught himself about the history of 
art, how to run a studio, how to network, and how to keep 
the public interested in him. At the same time, he honed a 
distinctive individual vision based on craftsmanship and 
an aesthetic of classical grace. One of the most influential 
figures of his time, today Mapplethorpe stands as an 
example to emerging photographers who continue to test 
boundaries and concepts of the beautiful.

Robert Mapplethorpe: The Photographs offers a timely and 
rewarding examination of his oeuvre and influence. 

Distributed for The Getty Museum
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David Goldblatt
No Ulterior Motive
Edited by Judy Ditner, Leslie M Wilson and Matthew 
S. Witkovsky

A panorama of the career of South African 
photographer David Goldblatt, elucidating his artistic 
commitments, networks, and influence

David Goldblatt: No Ulterior Motive coincides with a major 
traveling retrospective of the renowned South African 
photographer’s work. From vintage handprints of the 
artist’s black-and-white photography, taken between the 
1950s and the 1990s, to his post-apartheid, large-format, 
color work, photographs in the volume are approached 
thematically—under headers such as “Assembly,” 
“Disbelief,” “Dialogues,” and “Extraction”—to draw out 
the artist’s core interests in working-class people, the 
landscape, and the built environment. 

Known for his nuanced portrayals of life under apartheid, 
he covered a wide range of subjects, all of them intimately 
connected to South African history and politics. The 
wide-ranging voices in this catalogue foster a broad frame 
of reference for his work, thus countering a frequent 
misunderstanding of apartheid as a situation peculiar to 
South Africa.

Published in association with Fundación MAPFRE, Art Institute of 
Chicago, and Yale University Art Gallery

Extraction

Informality

Working People



YALE UNIVERSITY PRESS -  PHOTOGRAPHY 2025 9

25

chapter 2

Arrival

When I landed in Manhattan in the hot August of 1971 something remark-
able was happening downtown: the transformation of a square-mile, nearly 
emptied commercial neighborhood into a thriving center for contempo-
rary art. I am of course speaking of Soho, the area south of Houston Street 
roughly bounded by West Broadway on the west, Lafayette Street on the 
east, and Canal Street on the south—although plenty of artists I knew lived 
on the downscale fringes of this territory, especially in what soon became 
known as Tribeca, the “triangle below Canal.”

This transformation of a place that once had been a busy center for small 
manufacturing into a cultural mecca was a once-in-a-lifetime event, for my 
generation but also for New York City itself, since it has never been repeated. 
Visitors to today’s Chelsea art neighborhood may want to dispute this claim, 
but they would miss what made Soho a real art neighborhood as opposed 
to a shopping center. For starters, the first people interested in Soho were 
not gallerists but young artists, who discovered that the open floors of the 
solidly constructed cast-iron buildings that once held heavy equipment were 
ideal for their studios and, although it was technically illegal, could serve as 
comfortable places to live as well. And the buildings were relatively cheap; 
a hot artist who managed to sell out a show or two could buy a whole build-
ing, as Donald Judd did in 1968. Alternatively, three or four artists or artist 
couples could pool resources to share a building, each with their own floor.

The studios and residences led to artist-run exhibition spaces like 
112 Greene Street, founded in 1970, and to commercial galleries, starting 
with Paula Cooper in 1968 and followed shortly thereafter by OK Harris 
(in the person of Ivan Karp), [Leo] Castelli, [Ileana] Sonnabend, André 
Emmerich, and others. At first there was only one watering hole, Fanelli’s, 
on Prince Street, and no restaurants to speak of, only storefront comidas 
criollas with take-out food consisting mostly of chicken, rice, and beans. 
The lack of inspired dining led to the creation of Food, a community gather-
ing place founded by artists with eclectic menus that sometimes surpassed 
the conventional notion of what real food might be. Gordon Matta-Clark, 
one of Food’s artist founders along with Carol Goodden and Tina Girouard, 
famously produced a “Bones” menu that featured bones as a key ingredient 
of every dish.

Fig. 8 
Gordon Matta-Clark, 
Splitting, 1974.

247Moving OnMoving On246

An African American woman and single parent, Weems in her landmark 
The Kitchen Table Series (1990) staged herself at the end of a table in her 
Oakland apartment as she confronted a changing cast of characters: her 
daughter, her boyfriend, her girl friends. When shown together, as intended, 
the series of some twenty images was accompanied by narrative text panels 
that sharpened the pictures’ points. The Kitchen Table Series followed on 
the heels of the Colored People series, in which Weems used colored gels 
over her straightforward portraits of African Americans to address racially 
determined stereotypes. The two bodies of work led to her being shown at 
P.P.O.W. Gallery in New York and, in 1991, included for the first time in a 
Whitney Biennial.

Weems then went on to probe more deeply into her origins, making 
work that followed the trail of African American experience back to slavery 
and hence back to Africa. In 1991 and 1992 she photographed on the Sea 
Islands of South Carolina where isolated former slaves preserved parts of 
African culture after the Civil War, and in 1993 she visited Africa’s so-called 
Slave Coast, producing pictures that show the architecture of the slave trade. 
Perhaps most notoriously, in 1995–96 she made copies of daguerreotypes 
of slaves commissioned by Harvard’s Louis Agassiz and, in her series From 

Here I Saw What Happened and I Cried, put them behind color gels sur-
printed with text. “You became a scientific profile” one reads, over an image 
of a naked female standing sideways with downcast eyes.8

The urge to examine one’s cultural heritage and the contradictions 
between it and society’s putative norms, so central to Weems’s work and 
that of the other artists mentioned above, propelled a new wave of what is 
often called, in art-world shorthand, “identity art.” Much of it reflects on 
oppressions suffered by the artists on account of their races, genders, sexual 
preferences, and countries of origin. Photography did and continues to play 
a large role in such work, as does video, not only because of its place in the 
lives of these artists and its documentary qualities but also because Post-
modernism showed it to be a medium of critical agency. And then there is its 
less salubrious use historically as an uncritical instrument of ethnography, 
anthropology, and discredited fields such as eugenics.

Even work that seemed to stick to the Picture Generation’s text often 
revealed itself to have a cultural subplot. Vik Muniz, a Brazilian-born artist 

Fig. 119 
Carrie Mae Weems, Untitled 
(Woman and Daughter with 
Makeup), 1990, from The 
Kitchen Table Series.

Fig. 120 
Vik Muniz, Memory 
Rendering of Kiss at Times 
Square, 1990, from the 
series The Best of Life.

159

chapter 10

The Image World Meets 
the Art World

“Quotation,” “appropriation,” “image-scavenging,” “age of simulacra.” . . . 
For several years now these words have filled the air as we have tried to 
explain to ourselves what has been happening in recent art. They are such 
complex words. They provoke a certain nostalgia for the clear brightness 
of slang. Sometimes, when thinking about quotational art, I call such 
works “After Art”—works that are openly after other pieces.

—Thomas McEvilley, “Marginalia: The Original Sin,” Artforum, October 
1985

When the eighties arrived it was clear that a new generation of artists had 
landed in New York and that they had brought with them a new attitude 
toward photography’s place in contemporary art. Like me, these artists 
had grown up as television natives and were totally visually literate in terms 
of their exposure to advertising and other commercial functions of the 
medium. The world of images in which we all were swimming was not the 
antithesis of what art should be; it was their art’s primary subject.

Many had been students at two hotbeds of new art. One was at CalArts, 
formally known as the California Institute of the Arts, which was formed 
by Walt Disney via a merger of an existing music conservatory and the 
 Chouinard Art Institute. Officially opened on a brand-new campus in the 
L.A. suburb of Valencia in 1971, the school had an interdisciplinary curric-
ulum and featured a radical visual-arts faculty that included John Baldes-
sari, Allan Kaprow, Nam June Paik, and Miriam Schapiro. Baldessari, who 
had moved up from San Diego, established a now-legendary class called 
“Post-Studio Art,” while Kaprow promoted his trademark Happenings and 
Schapiro, together with Judy Chicago, started the Feminist Art Program.

Many of the students who ended up studying with Baldessari—Ross 
Bleckner, Barbara Bloom, Troy Brauntuch, Eric Fischl, Jack Goldstein, Matt 
Mullican, David Salle, James Welling—would come to New York to live after 
finishing their coursework. Goldstein said of Baldessari’s class, “ Students 
didn’t get much hands-on education, but we learned a whole new attitude 

Fig. 80 
Cindy Sherman, Untitled 
Film Still #7, 1978.
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How Photography 
Became Contemporary 
Art
Inside an Artistic Revolution 
from Pop to the Digital Age
Andy Grundberg

A leading critic’s acclaimed story of “the photo boom” 
during the crucial decades of the 1970s and ’80s

“Grundberg . . . is a vibrant, opinionated, authoritative guide 
to the medium’s past and present.”—Jackie Wullschläger, 
Financial Times

When Andy Grundberg landed in New York in the early 
1970s as a budding writer, photography was at the margins 
of the contemporary art world. By 1991, when he left his 
post as critic for the New York Times, photography was 
at the vital center of artistic debate. Grundberg writes 
eloquently and authoritatively about photography’s “boom 
years,” chronicling the medium’s increasing role within the 
most important art movements of the time, from Earth 
Art and Conceptual Art to performance and video. He also 
traces photography’s embrace by museums and galleries, 
as well as its politicization in the culture wars of the 1980s 
and ’90s.

Grundberg reflects on the landmark exhibitions that 
defined the moment and his encounters with the work 
of leading photographers—many of whom he knew 
personally—including Gordon Matta-Clark, Cindy 
Sherman, and Robert Mapplethorpe.
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Hippolyte Bayard 
and the Invention of 
Photography
Edited by Karen Hellman and Carolyn Peter

The first English-language volume about Hippolyte 
Bayard, one of the inventors of photography who 
helped transform the burgeoning medium into an art 
form.

Hippolyte Bayard (1801–1887) is often characterized as 
an underdog in the early history of photography. From the 
outset, his contribution to the invention of the medium 
was eclipsed by others such as Louis-Jacques-Mandé 
Daguerre (1787–1851) and William Henry Fox Talbot 
(1800–1877). However, Bayard had an undeniable role in 
the birth of photography and its subsequent evolution into 
a form of art. He was a pioneer in artistic style, innovator 
in terms of practice, and teacher of the next generation of 
photographers.

Alongside an exploration of Bayard’s decades-long career 
and lasting impact, this volume presents—for the first time 
in print—some of the earliest photographs in existence. 
An album containing nearly 200 images, 145 of those by or 
attributed to Bayard, is among the Getty Museum’s rarest 
and most treasured photographic holdings. Few prints 
have ever been seen in person due to the extreme light 
sensitivity of Bayard’s experimental processes, making this 
an essential reference for scholars and enthusiasts of the 
very beginning of photography.
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Julia Margaret 
Cameron
The Colonial Shadows of 
Victorian Photography
Jeff Rosen

A bold new study of Julia Margaret Cameron’s 
Victorian photographs, charting the legacy of 
colonialism following the 1857 Indian Uprising.

Julia Margaret Cameron, the celebrated Victorian 
photographer, was a child of the colonies. Born in 1815 in 
Calcutta, she was the daughter of a governing official of the 
East India Company. After relocating to London in 1848, 
Cameron was embraced by other British expatriates and 
a celebrated cultural network. This circle included literary 
personalities like Thackeray and Tennyson, painters and 
critics associated with the Pre-Raphaelite Brotherhood, and 
political figures like Thomas Babington Macaulay and Lord 
Lansdowne.

In 1857, Indians rebelled against British rule, and in 
London, Cameron became absorbed by news of the 
Uprising. In the aftermath of the revolt, national and 
imperial politics transfixed England, some seven years 
before Cameron took up photography. The impact of 
those forces, and the inspiration of the literary, artistic, 
and political works produced by her circle, influenced 
her earliest imagery. This book exposes how Cameron 
embedded in her work a visual rhetoric of imperial power.

Distributed for the Paul Mellon Centre for Studies in British Art
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The first use of actual photographs in 
a publication came after the early 1880s 
invention of the halftone process, although 
who did it first is still debated. Some his-
torians credit an American, Stephen Henry 
Horgan, who published a halftone image in 
the New York Daily Graphic in March 1880 
(fig. 44).310 But across the Atlantic a Ger-
man copperplate engraver was practicing 
the same technique for Illustrirte Zeitung 
in 1884—splitting the halftones of a pho-
tograph into a regular grid of dots used to 
replicate the original image. Regardless of 
who first practiced the halftone technique, 
its invention gave rise to photojournalism 
as we know it..311 Reuel Golden, former edi-
tor of the British Journal of Photography 
and noted author on the subject of pho-
tojournalism, summarized it well, calling 
photojournalists “key witnesses to a series 
of events that together make up recent 
history. They are the eyes on the world.”312 
Twentieth-century Hungarian art critic 
Lajos Kassák claimed that “the meaning 
of photography rests . . . in its ability to 
deliver the most exact copy of objects and 
events.”313

In its early days, photojournalism was 
anything but spontaneous. Until George 
Eastman invented dry plate film in 1888, 
there was no easy way to make photo-
graphs. Standard wet plate collodion tech-
nology required coating the plate with 
liquid collodion in order to sensitize it. 

While the emulsion was still wet, the plate 
was exposed, and a picture taken. Then 
came a mad race to develop the plate, fix, 
and wash it before the collodion could dry. 
This process required a portable dark-
room. With glass plates that ranged from 
eight by ten inches in size to some that 
were as large as twenty by twenty-four 
inches, the full scope of the process 
required a herculean effort, exceptional 
skill, and ideal conditions. Before George 
Eastman’s invention of dry plate film in 
1888, there was no easy way to create pho-
tographs, making a photojournalists’ job 
cumbersome, to say the least.

The invention of roll film marked an 
important step in the evolution of photo-
graphic efficiency. Even more important 
was the invention of what was originally 
termed a “miniature” camera—a small 
device that could easily be held with two 
hands. The first was the Leica, invented in 
1913 by Dr. Oskar Barnack (fig. 45). While 
working for a movie camera business in 
Wetzlar, Germany, Barnack created a min-
iature camera to act as an exposure meter 
while shooting newsreels. The camera’s 
six-feet-long, 36-millimeter-wide roll of 
film made possible a series of thirty-six 
exposures that became the standard for 
cameras for nearly a century, until the rise 
of digital photography. Dr. Barnack also 
invented another revolutionary photo-
graphic tool: the direct viewfinder, a device 

that allows the photographer to see their 
subject through a small, clear-glass portal. 
Although World War I delayed the Leica’s 
public debut until 1924, its eventual unveil-
ing transformed the photographer’s ability 
to work quickly, nimbly, and resourcefully.

One early adoptee of the new miniature 
Leica camera was a Hungarian émigré work-
ing in Paris for the Berliner Illustrirte—
André Kertész. Photographs Kertész had 
captured of Trappist monks living at the 
Notre Dame de la Grande Trappe in Soli-
gny, in northwestern France, where a vow of 
silence and strict discipline were followed, 
ran in the magazine’s first issue of 1929 (fig. 
46). Most photography historians consider 
his pictorial story to be one of the most 
impressive reportages ever created.314 In 
addition to Art et Médecine and Vu, the Pari-
sian publications for which he created work 
while living in the city, Kertész also con-
tributed to the Frankfurter Illustrierte, the 
London Times, and the Strassburger Illus-
trierte. After he moved to America, Kertész 
continued to work with Keystone Studios 
and a host of magazines, including Harper’s 
Bazaar, Vogue, Town & Country, The Ameri-
can Magazine, Coronet, and Look. Only when 
later working under an exclusive contract 
with Condé Nast Publications did he finally 
begin to receive critical acclaim for his work 
as an artist, rather than as a photojournal-
ist. Not surprisingly, Kertész hated this line 
of work, feeling underappreciated, ignored 

with the inner events utilizing kinesthetic 
experiences.”304 Although there were times 
that their ideological differences nearly 
split the two Hungarians apart, Kepes 
remained at the school until 1942, when 
he left to teach in Denton, Texas. There he 
finished his landmark book Language of 
Vision, which embodied many of the edu-
cational strategies and approaches he had 
brought with him from Moholy’s Insti-
tute of Design.305 In 1947, Kepes was lured 
to the Massachusetts Institute of Technol-
ogy (MIT), where he left his most indelible 
mark, both as a teacher and an innovator 
with the camera. “Kepes must have found it 
quite alienating to be the first artist on the 
staff at MIT. The scientists there wouldn’t 
necessarily have wanted to work with 
him, but he was determined to find areas 
of overlap and collaboration.”306 He was 
able to manage the labyrinth of scientists 
and other technology-focused academ-
ics largely thanks to both his inquisitive 
nature and his bent toward experimental 
photography and film. In 1967, he founded 
MIT’s Center for Advanced Visual Stud-
ies, where scientists, artists, designers, 
engineers, and mathematicians could col-
laborate on a wide variety of intersecting 
subjects concerning digital design and pro-
gramming. He founded the center based 
on a simple idea: that the arts and technol-
ogy could work together to solve problems. 
Regarding its opening, he said, “What I’m 

interested in is how we reestablish commu-
nication of ideas.”307

Kepes’s contribution to scholarship is 
exemplified in Language of Vision, which 
has had thirteen printings in four different 
languages. As a small aside, his vacation 
home on Cape Cod was designed by fellow 
Hungarian expatriate Marcel Breuer. 

HUNGARIANS AND THE  
INVENTION OF MODERN 
PHOTOJOURNALISM

If there is one arena of photography that 
Hungarian-Americans excelled in more 
than any other during the twentieth cen-
tury, it is photojournalism. The groups 
of photographers born in Hungary who 
immersed themselves in this field while 
living in Budapest, Berlin, Paris, and New 
York—sometimes because it was the most 
lucrative, or the only, way of staying afloat 
financially—Martin Munkácsi, Robert 
Capa, André Kertész, László Moholy-Nagy, 
and György Kepes among them—comprise 
a who’s who of twentieth-century photo-
journalism.

Even though Kertész, Moholy-Nagy, 
and Kepes have been explored in greater 
depth already, it would be an oversight 
not to mention their work as photojour-
nalists. From 1928 to 1936, while in Paris, 
Kertész contributed thirty-six photo 

essays to Vu magazine (fig 43). He also 
contributed to twenty-five issues of Art 
et Médecine between 1931 and 1935 and to 
twenty-seven of the seventy-seven pub-
lished issues of Paris Magazine, making 
him one of the most successful photo-
journalists of his day.308

Photography and journalism have been 
married almost since photography’s 
inception in the 1830s. Although the first 
technical iterations of the medium— 
William Henry Fox Talbot’s salt print  
negatives and their French counterparts, 
daguerreotypes—required long exposures 
and technically difficult processing, it was 
not long before photographic equipment 
and a new breed of journalist took to the 
field to capture images of the world. Pho-
tographs first appeared in the media, in 
the German magazine Illustrirte Zeitung, 
as early as September 1845, when graphic 
artists translated and reimagined photo-
graphic images using steel-plate engrav-
ing or woodblock print illustrations.309 
For example, the illustration of a railroad 
station under construction was based on 
a daguerreotype made by Carl Ferdinand 
Stelzner. Other publications quickly fol-
lowed this lead. In America, Frank Leslie’s 
Illustrated Newspaper, beginning in 1855, 
and Harper’s Weekly (in 1857) began using 
photographs as the basis for the illustra-
tions that made their national publica-
tions so popular.

Figure 43 André Kertész, Cover for Vu magazine, April 16, 1930, International Center of Photography.
Figure 44 Stephen Henry Horgan, “A Scene in Shantytown, New York,” from the New York Daily Graphic, March, 1880.

Figure 45 Leica 35mm Model A Camera, 1925, National Museum of American History, Smithsonian Institution.
Figure 46 Images by André Kertész in Berliner Illustrirte Zeitung magazine, January 6, 1929
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American, Born 
Hungary
Kertesz, Capa, and the Hungarian 
American Photographic Legacy
Alex Nyerges

Contributions by Robert Gurbo and Karoly Kincses

An expansive look at the significant role of Hungarian 
immigrants in shaping American photographic 
culture and practice in the twentieth century

This beautifully illustrated book explores the cultural 
conditions for photography in Hungary in the first half of 
the twentieth century and the exodus of groundbreaking 
Hungarian artists, many of whom journeyed to Berlin, 
Paris, or London before settling in the United States. 

The story of the bounty of intellectual and artistic talent 
that departed Hungary during this period is told in depth, 
from the photojournalistic legacy of the Capa brothers and 
Martin Munkácsi to the deeply experimental work made 
in the United States by artists such as László Moholy-Nagy 
and György Kepes to the portraits of cinema icons by 
André de Dienes, including Marilyn Monroe, which helped 
fuel Hollywood’s Golden Age. The book also introduces 
the major but underrecognized talent of artists, including 
John Albok, Anna Barna, Ferenc Berko, Michael Simon, and 
Paula Wright.

Distributed for the Virginia Museum of Fine Arts
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Lorna Simpson
Source Notes
Lauren Rosati

Contributions by Hilton Als, David Breslin and Adrienne Edwards

The first publication on the painting practice of artist 
Lorna Simpson, whose work combines abstraction 
and figuration to highlight complexities of memory 
and representation

This revelatory first look at the paintings of Lorna 
Simpson (b. 1960), an artist who has worked primarily 
as a photographer for much of her career, examines 
this significant new development in her practice over 
the last decade. Simpson’s recent works, midway 
between photography and painting, advance her incisive 
explorations of gender, race, and history through bodies 
that emerge and disappear—peering from inky surfaces 
or dissolving into landscapes of melting ice. Her paintings 
draw on documentary photographs and images from 
vintage Ebony and Jet magazines, combining screen-
printed collages of found images with washes of colorful 
ink on fiberglass, wood, or clayboard. 

Published by The Metropolitan Museum of Art/Distributed by Yale 
University Press

Exhibition Schedule:

The Metropolitan Museum of Art, New York 
(May 19–November 2, 2025)
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Navigating The Waves
Contemporary Cuban Photography
Malcolm Daniel and Raquel Carrera

A vital exploration of postrevolution Cuban 
photography, tracing the evolution of artists’ 
perspectives and strategies while offering rare insights 
for US audiences

This book presents an exciting look at the extraordinary 
Madeleine P. Plonsker Collection of postrevolution Cuban 
photography at the Museum of Fine Arts, Houston. 
Emphasizing the years since 1990, it aims to shed light on 
the Cuban people and their artistic achievements featuring 
photographs by forty-seven photographers. These images trace 
the evolution of photographic expression in recent decades, 
from celebration of the Cuban Revolution to social and 
political critique, particularly after the collapse of the Soviet 
Union prompted perilous economic conditions in the 1990s. 

By examining individual identity, the body and spirit, Afro-
Cuban heritage, and the margins of society, this catalogue 
celebrates the Cuban photographers who created powerful 
personal expressions while navigating the changing 
prescriptions and proscriptions of official cultural policy. As 
a result, it offers new scholarship on the evolution of Cuban 
photography while fostering a greater understanding of Cuba 
and its culture.

Distributed for The Museum of Fine Arts, Houston



YALE UNIVERSITY PRESS -  PHOTOGRAPHY 2025 15

Picturing The Border
Nadiah Rivera Fellah 

Contributions by Natalie Scenters-Zapico

A compilation of Latinx photography from the US-
Mexico border that foregrounds the complexity and 
struggle of Latinx borderland communities in the face 
of widespread fearmongering

The US-Mexico border has undergone dramatic changes 
over the past six decades, becoming increasingly 
industrialized, urbanized, and militarized, especially in 
the aftermath of 9/11 and the War on Terror. Mainstream 
and conservative news coverage has often reinforced or 
exacerbated such developments, characterizing the border 
as out of control and describing migrants in derogatory 
terms, in the process fueling xenophobic sentiment.

A foil to this reductive and dehumanizing narrative, this 
presentation of Latinx photography offers more nuanced 
portrayals of life in the borderlands. Ranging from the 
1970s to the 2020s, images by Louis Carlos Bernal, Graciela 
Iturbide, and Laura Aguilar, as well as emerging artists such 
as Ada Trillo, Guadalupe Rosales, and Miguel Fernández 
de Castro display alternative photographic vocabularies 
with regard to place, identity, and race. With subject matter 
spanning from intimate domestic portraits and youth 
counterculture to border crossings and clashes involving 
Border Patrol, this richly illustrated volume also features 
scholarly essays and new work by fronteriza poet Natalie 
Scenters-Zapico, providing a timely new perspective on life 
in this fraught and misunderstood region.

Distributed for The Cleveland Museum of Art
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Fortune Of The Spirit
Robert Bergman
Edited by John Rohrbach 

Contributions by Will Heinrich, Andrew Solomon and Stanley 
Wolukau-Wanambwa

A career-spanning examination of the work of  
Robert Bergman and its place within the history of 
American art

This unprecedented publication offers a detailed analysis 
of Robert Bergman’s psychologically penetrating art 
across the breadth of his career. Shaped by the vocabulary 
of painting as much as photography, Bergman’s often 
wrenching, beautifully evocative photographs tumble 
headlong into the emotional, physical, and mental struggles 
of living, challenging us to look deeply within ourselves and 
to reconsider how we relate to strangers. Long heralded 
by luminaries across different disciplines—including the 
author Toni Morrison, art historian Meyer Schapiro, and 
social activist Peter Gabel—Bergman’s images offer a 
counterpoint to contemporary society’s preoccupations 
with identity, division, and complaint.

Introducing the underground legend to a new generation, 
this volume presents the first full survey of Bergman’s 
work from the mid-1960s to the present, including many 
previously unpublished images, and essays from art 
historians, artists, and academics that contextualize the 
circumstances of Bergman’s life and work and examine 
how his pictorial representations resonate with the human 
experience.

Distributed for the Amon Carter Museum of American Art
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Manuel Alvarez 
Bravo
Collaborations
Mia Laufer

Contributions by Aurelia Alvarez Urbajtel, Monica Bravo, Kristen 
Gresh, Rachel Kaplan and Hector M. Orozco Velazquez

Adding nuance to the story of the photographer’s 
brilliant career by detailing his collaborations with 
some of the biggest names in Mexican art

Manuel Álvarez Bravo (1902–2002) was a Mexican 
photographer and one of the most significant figures 
in twentieth century Latin American art. This book 
challenges the persistent myth of Bravo as a singular 
genius by foregrounding the artist’s connections with 
some of the greatest minds of his day, and by looking at 
the photographer’s long career through the lens of projects 
he created with others. The book considers many kinds of 
collaboration, including Lola Álvarez Bravo’s contributions 
to the artist’s early photographs, the mentoring he received 
from Tina Modotti, his portraits of Frida Kahlo and Diego 
Rivera, his work in the film industry during the Golden 
Age of Mexican Cinema alongside Luis Buñuel and Gabriel 
Figueroa, his mentoring of Graciela Iturbide, and his book 
project with Octavio Paz. 

Distributed for the Des Moines Art Center

Exhibition Schedule:

Des Moines Art Center 
(October 25, 2025–January 18, 2026)

N E W
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Chaney, Goodman, and Schwerner held aloft at night, 
illuminated by the dazzling flares of a fireworks display. 
The placards were created from photographs appropri-
ated from FBI missing-person posters. This sophisti-
cated use of visual media—these pictures were known 
nationwide since they had been broadcast on television 
news shows—became a set piece on the stage of the 
most visible political event in the country at that time. 
The images displayed at the convention and rephoto-
graphed for transmission by the SNCC became a stark 
public reminder of the terror campaign that intersected 
with the upcoming presidential election. The conven-
tion also featured an impassioned speech by frequently 
pictured activist Fannie Lou Hamer (pp. 65, 127), who 
demanded credentials for the Mississippi Freedom 
Democratic Party. The SNCC’s use of photographs and 
photography within its politically motivated media 
campaigns became an innovative model for other orga-
nizers such as the SCLC in Atlanta, the Black Panther 
Party in Oakland and Chicago, and the Young Lords in 
the Nuyorican communities of New York City.

To focus on the urgency of this civil rights effort, some 
painters and mixed-media artists such as Ralph Arnold, 
Romare Bearden, Frank Bowling, Jeff Donaldson, David 
C. Driskell, Ademola Olugebefola, Raymond Saunders, 
and Andy Warhol began to incorporate into their work 
photographs appropriated from newspapers, mag-
azines, advertisements, and family albums. In 1963 
Bearden joined with other Black artists in New York—
at first including Charles Alston, Norman Lewis, Merton 
Simpson, and Hale Woodruff, and later Emma Amos, 
Reginald Gammon, and Richard Mayhew—to address 
“what should be their attitudes and commitments as 
Negro artists in the present struggle for Civil Rights.”17 
Spiral, as the group was known, fostered Bearden’s 
1964 move to create politically charged collages that 
included photographs cut from newspapers and mag-
azines (fig. 6). He later enlarged some of his small col-
lages as black-and-white photostats because all the art 
in Spiral’s only group exhibition was black and white, in 
keeping with their civil rights theme.18 Eliminating color 
from Bearden’s original collages made them look flat. 
Younger artists in New York were inspired by Bearden’s 
collages to use photographs of the protests in their 
work. Warhol, for example, enlarged news photos of 
police violence in Birmingham and silkscreened them 
onto canvas and paper, transforming the images into 
high art to confront collectors and museum audiences 
with real-world events (fig. 7).

Following public outrage sparked by photographs and 
film footage of police confrontations with protesters 
in Birmingham, President John F. Kennedy proposed 
new civil rights legislation in June 1963; just two 

Fig. 5. Doris A. Derby, Member of 
Southern Media photographing a 
young girl, Farish Street, Jackson, 
Mississippi, 1968, gelatin silver print, 
National Gallery of Art, Gift of David 
Knaus, 2022.149.2 

months later the pictures of 250,000 people listening 
to Dr. King speak at the March on Washington put new 
pressure on Congress to act. However, debate began 
only after the assassination of Kennedy in November, 
and his successor, Lyndon B. Johnson, brought it to 
Congress the following year. Only after long arguments 
in the House of Representatives over states’ rights 
and personal freedom, which echoed the legal justi-
fications often given for slavery in the 1820s, and a 
seventy-five-day filibuster by Southern Democrats in 
the Senate, the Civil Rights Act was passed and signed 
by Johnson in July 1964. It banned segregation and 
discrimination based on race, gender, religion, or 
national origin in all public spaces and workplaces. 
Then in 1965 the United States Department of Labor 
published “The Negro Family: The Case for National 
Action,” also known as the Moynihan Report, about how 
systemic discrimination and poverty grew from chattel 
slavery.19 The report’s data-driven thesis proclaimed 
that the Black family was in crisis due to widespread 
poverty, high unemployment among Black men, and a 
growing number of single mothers, blaming Black men 
and women for the problems of inequality rather than 
taking responsibility for their inability to enforce Brown 
v. Board of Education or the Civil Rights Act of 1964.

Two key points of disenfranchisement made voter regis-
tration difficult for Black Americans in the South during 
the mid-1960s: state legal frameworks based on Jim 
Crow and campaigns of terror waged by state and local 
officials, law enforcement, and the KKK. In March 1965 
King and his colleagues at the SCLC and SNCC found 
another opportunity for public awareness and educa-
tion in Selma, Alabama, when James Bevel and Amelia 
Boynton, local activists working on a voter registration 
drive, called for a march to Montgomery, the state cap-
ital. Marchers were attacked and beaten by police, and 
photographs and news film of the violent confrontation, 
along with the injured Boynton and SNCC activist John 
Lewis, were distributed widely by the media. With the 
eyes of the world on Selma, the intense focus resulted 
in national and international condemnation; the state 
received a court injunction against a second march, and 
with King’s urging it was halted. When the march to 
Montgomery set out for the third time, now protected 
by federalized Alabama National Guard soldiers, pho-
tographers such as Moneta Sleet Jr., working for Ebony, 
walked alongside King and the many youthful protest-
ers singing and drenched by rain (p. 164). On August 6 
President Johnson signed the Voting Rights Act of 1965, 
which would prohibit states from making any regu-
lations that abrogated a person’s right to vote based 
on race, literacy, or language. Also that month Ebony 
published a special issue of the magazine headlined 
“The White Problem in America” (p. 41). Among the pon-

Fig. 6. Romare Bearden, Spring  
Way, 1964, collage on paperboard,  
Smithsonian American Art Museum, 
Bequest of Henry Ward Ranger 
through the National Academy  
of Design, 1999.9 

Fig. 7. Andy Warhol, Birmingham Race 
Riot, 1964, screenprint in black on 
wove paper, National Gallery of Art, 
Reba and Dave Williams Collection, 
Florian Carr Fund and Gift of the Print 
Research Foundation, 2008.115.297.5 
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Photography and 
the Black Arts 
Movement,  
1955-1985
Edited by Philip Brookman and Deborah Willis

Featuring more than 100 artists, this landmark book 
charts the intricate connections between photography 
and the Black Arts Movement

The Black Arts Movement brought together writers, 
filmmakers, and visual artists who were exploring 
ways of using art to advance civil rights and Black self-
determination. This book examines the vital role of 
photography in the evolution of the Black Arts Movement, 
revealing how photographs operated across art, community 
building, journalism, and political messaging to contribute 
to the development of a distinctly Black art and culture.

Works by Romare Bearden, Dawoud Bey, Kwame 
Brathwaite, Samuel Fosso, Jeanne Moutoussamy-Ashe, 
Gordon Parks, Juan Sánchez, Robert A. Sengstacke, Lorna 
Simpson, Ming Smith, and Carrie Mae Weems, among 
dozens of other celebrated and underappreciated artists, 
span documentary and fashion photography, portraiture, 
collage, installation, performance, and video. Pictured 
luminaries include Miles Davis, Mahalia Jackson, Martin 
Luther King, Jr., Bob Marley, Nina Simone, Malcolm X, and 
many more. .

Published in association with the National Gallery of Art

N E W
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Man Ray
When Objects Dream
Stephanie D’Alessandro and Stephen C. Pinson

The first in-depth study of Man Ray’s 
groundbreaking rayographs of the 1920s and their 
interconnections with his Dada and Surrealist works

This is the first in-depth study of the rayograph (or camera-
less photograph) pioneered by Man Ray (1890–1976) in 
1920s Paris, between the Dada and Surrealist movements. 
The transformative, magical qualities of these experiments 
led the poet Tristan Tzara to describe them as capturing 
moments “when objects dream.” Oscillating between 
representation and abstraction, the rayograph was 
ambiguous in its making and subject matter, encapsulating 
avant-garde concerns of the day. This book highlights 
connections and shared motifs between the rayographs 
and Man Ray’s paintings, photographs, drawings, objects, 
and films. Stephanie D’Alessandro and Stephen C. Pinson 
analyze the artist’s innovative methods while also exploring 
key themes across a broad range of his art production, 
such as chance, indeterminacy, transformation, and 
preoccupation with dualities.

Published by The Metropolitan Museum of Art/Distributed by Yale 
University Press

Exhibition Schedule:

The Metropolitan Museum of Art, New York 
(September 14, 2025–February 1, 2026)

The Metropolitan Museum of Art, New York
Distributed by Yale University Press, New Haven and London
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15. Dance, 1915 | 16. The Rope Dancer Accompanies Herself with Her Shadows, 1916
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Kalahari Diaries
Impressions of a Desert 
People
Allen Zimbler

Spanning fifteen years of expeditions first begun in 
1975, this captivating, fully illustrated memoir takes 
the reader on a journey into the heart of the Kalahari 
Desert and records, from an outsider’s perspective, 
the vanishing hunter-gatherer culture of the San 
people (or ‘Bushmen’, as some call themselves) of the 
Kalahari.

Fifty years ago, a young South African psychology professor 
set off on the first of what would be many expeditions 
into the Kalahari Desert. There he began keeping a daily 
journal. Out in the bush he recorded his impressions of one 
of humanity’s oldest societies, even as it was disappearing 
before him. Half a century later, with the Bushmen’s way 
of life now mostly extinct, Allen Zimbler’s vivid words and 
photography provide a powerful depiction of a people who 
could survive in the harshest of conditions. 

With its tales of poison-arrow hunts, water making and 
bone-throwing divination, Kalahari Diaries offers a 
fascinating glimpse of a vanishing culture and invites the 
reader to consider a different, more harmonious way of 
living.

Published by Paul Holberton Publishing
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Edward Steichen  
and the Garden
Sarah Anne McNear

Preface by Sue Stuart-Smith

The story of photographer Edward Steichen’s deep 
connections to the natural world, from how it 
influenced his artistic practice to his award-winning 
garden

In a 1937 article titled “Millions of Gardeners,” Life 
magazine published “Mr. Steichen . . . is known among 
photographers as one of the greatest portraitists clicking 
a shutter today. He is known among horticulturists as one 
of the greatest breeders of delphiniums who ever called the 
gods’ wrath down on a burrowing star-nosed mole.” For 
over sixty years, the pioneering American photographer 
Edward Steichen spent most of his spare time—and 
money—nurturing plants and gardens. It was an activity 
that sustained and inspired him, and through which he 
developed ardently held intellectual precepts regarding 
the interrelationship of creativity, nature, and art. Edward 
Steichen and the Garden explores Steichen’s artistic 
practice and his engagement with nature, gardening, and 
plant breeding, bringing to light the many ways in which 
the two pursuits were closely allied. 

Published in association with the George Eastman Museum
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4.21 Pear on a Plate, France, 

ca. 1920. Gelatin silver print, 

91/2 × 79/16 in. (24.2 × 19.2 cm). George 

Eastman Museum, bequest of 

Edward Steichen. 

4.23 Diagram of Doom—2, 1922. 

Palladium print on Japine paper, 

75/8 × 95/8 in. (19.3 × 24.4 cm). George 

Eastman Museum, bequest of 

Edward Steichen. 
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probably the first version, Study for “Le Tournesol (The Sunflower),” he rendered the central 
element—the vase and sunflower—in a shallow but decidedly three-dimensional space; 
the flower’s three veined leaves adding dimension and texture to the whole (fig. 5.17). 
In Rabbit (Le Tournesol), he discarded all but one leaf, flattening out the forms while 
setting the vase only slightly forward from the background grid (fig. 5.18). The largest 
version, Le Tournesol (The Sunflower), is a dynamic, resolutely precisionist masterwork that 
nonetheless manages to preserve the essential sunniness of the flower, which is set off by 
a series of saintly concentric halos (fig. 5.7). Steichen must have deemed it a success as it 
was this painting, he chose to exhibit in the 1922 Salon d’Automne in Paris; the last time 
he exhibited any painting publicly.7 

Steichen experimented with color balance—its push and pull—in each of these 
works, frequently overpainting parts of the composition in order to achieve his desired 
effect. It appears that the vase in Study for “Le Tournesol (The Sunflower)” may have origi-
nally been created through the application of a paper silhouette covered in gold leaf, a 
gesture harkening back to Steichen’s use of metal leaf in the background of In Exaltation 
of Flowers.8 In Rabbit (Le Tournesol), he used gold paint to finish the two rectangles 
positioned on either side of the vase. And in a fourth more loosely rendered study, one 
that he may have tacked up on the studio wall as a point of reference, he seems to have 
explored five or six color and compositional variations of the subject.9 Such restless 
experimentation—in painting, photography, and botany—was the defining modus 
operandi of Steichen’s postwar years in Voulangis.

The sunflower as a favored plant and subject survived the move from France 
to the United States. Steichen photographed them in their many moods, both in 

5.17 Study for “Le Tournesol (The 

Sunflower),” ca. 1920. Tempera 

and oil on canvas, 251/8 × 237/8 in. 

(63.8 × 60.6 cm). National Gallery of 

Art, gift of Joanna T. Steichen. 

5.18 Rabbit (Le Tournesol), ca. 1920. 

Opaque watercolor, metallic 

paint, and graphite on paperboard, 

101/8 × 91/8 in. (25.72 × 23.18 cm). 

National Gallery of Art, gift of 

Joanna T. Steichen. 

5.7 Le Tournesol (The Sunflower), 

ca. 1920. Tempera and oil on canvas, 

361/4 × 321/4 in. (92.1 × 81.9 cm). 

National Gallery of Art, gift of the 

Collectors Committee. 
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ChaPter 1

SEEDBED

When one begins to understand nature, progress goes on unceasingly.

—Auguste Rodin, 1903 

Writing in 1962, the British garden designer Russell Page (1906–1985) described how at 
age fourteen he wandered into the flower tent at a Lincolnshire agricultural show where, 
“in an atmosphere heavy with the smell of trampled grass, people, animals, and flowers,” 
he discovered “a tiny plant of Campanula pulla with three deep purple bells, huge in 
comparison to its frail leaves and minute pot. It was mine for a shilling and it opened up 
a whole new world to me.”1 Gardeners can usually point to the first time that a particular 
plant or cultivated landscape captured their interest. They can often assign both a 
where and a when to the event, or series of events, that led them to take up the trowel. 
Sometimes they can even tell you why. Michael Pollan (b. 1955), writing some thirty years 
after Page, describes his first garden as a strip of bare ground hidden between a fence and 
some shrubbery behind his family’s suburban Long Island home. “To a four-year-old . . . 
the space made by the vaulting branches of a forsythia is as grand as the inside of a 
cathedral, and there is room enough for a world between a lilac and a wall . . . I think of 
this place today as a garden not only because it offered an enclosed and privileged space 
out-of-doors but also because it was here that I first actually grew something.” Pollan 
continues, “I am by myself behind the hedge . . . when I catch sight of a stippled green 
football sitting in a tangle of vines and broad leaves. It’s a watermelon. The feeling is of 
finding treasure—a right-angled change of fortune, an unexpected boon. Then I make a 
big connection between this melon and a seed I planted, or at least spit out and buried, 
months before: I made this happen.”2 Origin stories such as these vary in their details 
depending on the moment in history when the events occurred and, ultimately, the 
type of gardener telling the story. Though the events described by Page and Pollan took 
place forty years apart and on separate continents, what they share is youthful discovery 
combined with a compelling sense of ownership. 

Edward Steichen told no such story, at least not one that is recorded. The closest he 
came to sharing an origin story was during a lecture presented in January 1937 to the 

2.1 Dana Steichen (American, 

1894–1957), Mr. Steichen is caught 

by Mrs. Steichen crossing a white 

delphinium with a deep purple to 

increase the size of the white flower 

variety, 1938, as published in The 

Garden, 1959. Gelatin silver print, 

8 × 77/8 in. (20.3 × 19.5 cm). Edward 

Steichen Archive, The Museum of 

Modern Art Archives, New York.
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Photographic 
World Picture
A New Prehistory of Photography
Andrew Moisey

A dynamic prehistory of photography tracing the medium 
through more than four centuries of Western art

The prehistory of photography is often told as a story of 
science, of a magic arising from the camera obscura and 
advances in chemistry, but not as a history of art. In this 
exhilarating and erudite book, Andrew Moisey uses a practicing 
photographer’s perspective to show how a sense of “being 
there”—the immediacy, takenness, and embodiment inherent 
in a photograph—originates in the Western art of everyday life 
before photography. By focusing on Heidegger’s concept of “the 
world grasped as picture” rather than a “picture of the world,” 
Moisey argues that photography’s spirit appears in art before 
its invention—and that its invention sets the standard of first-
person subjectivity on which Impressionism and Modernism 
were raised.

Spanning over four centuries from the Renaissance to today, 
the book shows how pictorial models of the present shift from 
“world pictures” to embodied, situated encounters before 
photography’s invention, giving paintings and prints a crucial 
role in photography’s ancestry for the first time. Moisey then 
reverses the book’s perspective to reveal how photographic 
artists in the twentieth century used graphic abstraction to 
resurrect the early modern “world picture” of life. 
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Ann Hamilton
still and moving • the 
tactile image
Barbara Tannenbaum

A showcase of innovative new photo-based work by 
an acclaimed contemporary artist

While best known for large-scale ephemeral installations, 
performances, and public projects, Ann Hamilton (b. 1956) 
has regularly explored photography throughout her four-
decade career. Over the past ten years, photography has 
become an increasingly important aspect of her practice, 
with scanning as the dominant medium in several recent 
projects, including her most recent photo-based series, 
still and moving • the tacile image. The work, featured in 
this volume, was created from 2021 to 2025 in response 
to small-scale figural sculptures in the collection of the 
Cleveland Museum of Art. Hamilton’s images focus on 
the glance, the fragment, and the gesture—elements that 
imbue the sculptures with movement and expression—and 
return time to her still subjects.

A visual essay by Hamilton connects related compositions 
in a format recalling a filmstrip that hints at, but never 
supplies, a narrative. The images are interspersed with 
fragments of found text and scans of fabric that recall 
curtains drawn between acts and recall the prevalence of 
drapery in depictions of the human figure. 

Distributed for the Cleveland Museum of Art
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Shadow 
Visionaries
French Artists Against the 
Current, 1840-1870
Edited by Anne Leonard; With essays by Geoffrey 
Batchen and Valerie Sueur-Hermel

A look at the imaginative work of artists and 
photographers who defied the aesthetics of realism in 
nineteenth-century France

Though realism is regarded as the dominant aesthetic of 
nineteenth-century France, an equally fervent movement 
of dreamlike, allegorical, and eerie literature and art 
was produced by figures as renowned as Victor Hugo 
and Odilon Redon. These “shadow visionaries” traversed 
the boundaries of reality in their work, recognizing the 
potential for art to construct a spiritual consciousness. 
Highlighting haunted representations of the natural world, 
Shadow Visionaries provides an extraordinary look at a 
popular yet understudied era of French art.

In bringing together a variety of media—from photographs 
to literature—this catalogue challenges traditional art 
historical narratives and facilitates ground-breaking 
dialogues between creative works. Essays by leading 
curators and historians illuminate the cultural and societal 
currents that inspired widespread Gothic nostalgia and 
uncanny constructions of the natural world. 

Distributed for the Sterling and Francine Clark Art Institute
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ëAN ENGINEERING FAILUREí

The problem for the worldís  ̌rst deep-level tube railway was that it applied 

several new technologies for the  ̌rst time and thus suffered the fate of many 

pioneers, who have been forced to learn from costly mistakes. The railway 

had been built using revolutionary tunnelling techniques developed by the 

engineer James Henry Greathead.5 As this was an untested method, parliament 

had insisted that the railway follow the route of public thoroughfares as far 

as possible to avoid potential damage to existing buildings. On the north 

side of the river this meant following the narrow Swan Lane on its approach 

to King William Street, with the result that the tunnels here were built with 

steep gradients and sharp curves that were to cause severe operational 

dif  ̌culties from the day of opening [FIG.18].6 

At the planning stage, this had not concerned the engineers greatly, as the 

railway was intended to be cable-hauled ñ a technology that could handle 

steep inclines. However, contemporary developments in electric traction 

convinced the promoters to switch to electricity during the construction phase. 

This required the invention of an entirely new type of electric locomotive and 

the construction of a coal-  ̌red power station at Stockwell to generate the 

required wattage. Both projects represented a signi  ̌cant challenge in Victorian 

London and demanded innovative solutions. 

[FIG.18] A recently 

rediscovered engineering 

drawing showing King 

William Street as built 

in 1890, including the original 

crossover junction leading 

to a single-track platform for 

both arrivals and departures. 

This bottleneck arrangement 

was to cause severe 

operational problems later.
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As it turned out, the steep curves and gradients at King William Street 

were simply too much for the early electric motors to cope with, and trains 

would often grind to a halt at the bottom of the approach. Embarrassingly, this 

happened during the Prince of Walesís inaugural trip. Drivers had been warned 

in advance to request assistance from a spare locomotive if they had trouble 

making the ascent. On this occasion, however, the foreman in charge instructed 

driver Thomas Pemberton merely to roll back down the incline and have another 

go. It did not work, and a protocol was subsequently introduced to allow the 

locomotive from the next train to be decoupled and allowed to help push 

the stranded train into the station [FIG.21].7 That such instruction was necessary 

hardly inspired con  ̌dence in Greatheadís ëmasterpiece of engineering geniusí.

The short and poorly thought-out platform layout at King William Street 

also caused operational dif  ̌culties [FIGS 18 & 19]. Overcrowding was common, 

especially when trains were delayed making the run up to the station. As the 

lifts continued to disgorge passengers, the situation could quickly turn ugly. 

In March 1891, for example, ëCity gentlemen and others of a somewhat rough 

classí found themselves in con  ̌ ict with station staff as they tried to escape 

the dangerously busy conditions.8

At the half-yearly board meeting in February 1892, Charles Mott, the company 

chairman, conceded that King William Street station and the approaching tunnels 

had been ëan engineering failureí.9 Although improvements could be made, the 

restricted layout limited options and, in the end, a scheme was approved to build 

an entirely new stretch of tunnel from the new Borough station (south of the 

river) to Moorgate, bypassing King William Street altogether. 

In the meantime, some modi  ̌cations were made to the station, including 

the addition of a ladiesí waiting room and left luggage of  ̌ce at street level ñ both 

unnecessary echoes of traditional railway operation, presumably insisted on by 

genteel passengers travelling into town. Below ground, capacity remained limited, 

while passenger numbers continued to grow, reaching 15,000 a day by 1895.

[FIG.19] BELOW LEFT A drawing 

from 1890 of the King William 

Street terminus, showing 

the original single-track bay, 

 ̌anked by two platforms 

for departure and arrival. 

The station layout was 

recon  ̌gured with a central 

platform and two tracks 

in 1895.

[FIG.20] BELOW TOP RIGHT 

The street-level entrance 

to the station at No.46 

King William Street, 1890s. 

Unlike other surface 

stations on the line, which 

were purpose-built with 

a distinctive architectural 

style, the booking of  ̌ce 

at King William Street was 

installed in an existing 

of  ̌ce building.

[FIG.21] BELOW BOTTOM RIGHT

Driver Thomas Pemberton 

photographed in 1922 with 

one of the original City & 

South London locomotives 

he drove on the day of the 

royal opening. The engines 

were built by the Salford 

 ̌rm of Mather & Platt.
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better interchange between lines, is due to be completed in 2020. To facilitate 

greater access and provide storage for contractors, some of the wartime 

infrastructure at King William Street has been demolished, although this 

is scheduled to be reinstated once work is completed.26 Above ground, 

the original Regis House was demolished in 1995 and subsequently replaced 

by a new building of the same name. The location of Londonís  ̌rst closed 

Tube station is now recorded by a blue plaque on the side of a building 

in Monument Street.

[FIG.32] One of the tunnels 

under the Thames. The original 

gradient markers on the tunnel 

wall record just how steep the 

approach to the station was 

at this point, rising 1 in 14 and 

1 in 36. 
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Hidden London
Discovering the Forgotten 
Underground
David Bownes, Chris Nix, and Siddy Holloway, with 
Sam Mullins

An exploration of the abandoned tributaries of 
London’s vast and vital transportation network 
through breathtaking images and unexpected stories

Hidden London is a lavishly illustrated history of disused 
and repurposed London Underground spaces. It provides 
the first narrative of a previously secret and barely 
understood aspect of London’s history. Behind locked 
doors and lost entrances lies a secret world of abandoned 
stations, redundant passageways, empty elevator shafts, 
and cavernous ventilation ducts. 

The Tube is an ever-expanding network that has left in 
its wake hidden places and spaces. Hidden London opens 
up the lost worlds of London’s Underground and offers 
a fascinating analysis of why Underground spaces—
including the deep-level shelter at Clapham South, the 
closed Aldwych station, the lost tunnels of Euston—have 
fallen into disuse and how they have been repurposed. 
With access to previously unseen archives, architectural 
drawings, and images, the authors create an authoritative 
account of London’s hidden Underground story. 

Published in association with the London Transport Museum
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History Of England`s 
Cathedrals
Nicholas Orme

The first history of all the English cathedrals, from 
Birmingham and Bury St Edmunds to Worcester and 
York Minster

England’s sixty-two Anglican and Catholic cathedrals are 
some of our most iconic buildings, attracting millions of 
worshippers and visitors every year. Yet although much has 
been written about their architecture, there is no complete 
history of their life and activities. This is the first such book 
to provide one, stretching from Roman times to the present 
day.

The History of England’s Cathedrals explains where and 
why they were founded, who staffed them, and how their 
structures evolved. It describes their worship and how this 
changed over the centuries, their schools and libraries, and 
their links with the outside world.

The history of these astonishing buildings is the history 
of England. Reading this book will bring you face to face 
with the Anglo-Saxons, Vikings, Normans, Reformation, 
Civil War, Victorian England, World War Two, and finally 
modern democracy.

134 survival and abolition

assisting in shaping royal policies and having the power to enforce his 
views on bishops and cathedrals throughout the kingdom.

Laud and Neile initiated changes at Gloucester and Durham as early 
as 1617. They aimed to recreate cathedrals as models of  Christian life 
and worship for the parish churches, thereby returning to the strategy 
of  the Middle Ages. At the same time they were not simply backward 
looking. Their aesthetic tastes anticipated those of  the later seventeenth 
and eighteenth centuries. A cathedral should be a fine and spiritual 
building. The houses that often encroached on its exterior should be 
removed, whatever the annoyance of  their owners. At St Paul’s it was 
even proposed to demolish the church of  St Gregory which abutted the  

48. The nave 
of Old St Paul’s 
Cathedral in the 
mid-seventeenth 
century. The 
vista does not 
include the 
visitors, traders, 
and thieves who 
crowded the 
place every day.
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4. English 
cathedrals to 800.

imagine them anywhere else. But in some more rural places cathedrals 
had less status or permanence. As we shall see, the bishops of  Cornwall 
and Ramsbury in the tenth century may have used more than one church 
as it suited them.9 Their colleagues at Elmham seem to have had a second 
base at Hoxne in Suffolk.10 In the eleventh and early twelfth centuries 
there were several movements of  cathedrals from place to place, and only 
then did all the sites become fixed.11

This pattern of  cathedral locations was partly like that of  the 
Mediterranean world in using Roman cities, even if  they were hardly 
more than ruins. It also had some resemblance with the Celtic world, 
which based its bishops at monasteries in the countryside or on islands. 
There was another difference from the Mediterranean, in that the 
English bishops had to look after larger dioceses, which were based on 
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50. The damage of the Civil Wars: Carlisle Cathedral, robbed of most of its nave (left). Its truncated west end is propped 
by buttresses.
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B E S T S E L L E R

Story Of The Country 
House
A History of Places and People
Clive Aslet

The Story of the Country House is an authoritative and 
vivid account of the British country house, exploring how 
they have evolved with the changing political and economic 
landscape. Clive Aslet reveals the captivating stories behind 
individual houses, their architects, and occupants, and 
paints a vivid picture of the wider context in which the 
country house in Britain flourished and subsequently fell 
into decline before enjoying a renaissance in the twenty-
first century. 

The genesis, style, and purpose of architectural 
masterpieces such as Hardwick Hall, Hatfield House, and 
Chatsworth are explored, alongside the numerous country 
houses lost to war and economic decline. We also meet 
a cavalcade of characters, owners with all their dynastic 
obsessions and diverse sources of wealth, and architects 
such as Inigo Jones, Sir John Vanbrugh, Robert Adam, Sir 
John Soane and A.W.N. Pugin, who dazzled or in some 
cases outraged their contemporaries. 

The Story of the Country House takes a fresh look at 
this enduringly popular building type, exploring why it 
continues to hold such fascination for us today.
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Fig. 28 Olympic Stadium, Munich, designed by Frei Otto.

Fig. 29 Interior view of the House in Uehara, designed by Kazuo Shinohara.
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We have thought about use in terms of the careful and con-
sidered design of a building for a speci�c function. And we have 
thought about use as something more transitory, something that 
occupies buildings regardless of what they were designed for. We 
have considered use as something large, important and fundamental 
to a building and as something, small, focused and speci�c, like a 
cupboard or a door handle. But what happens if we think of use not 
as a building exactly, but as a process, something neither designed 
speci�cally nor made to �t – something that is made meaningful 
only by its users? Aranya is an example of an architecture that is 
formed through use. It is a development for up to 80,000 people on 
an area of 85 hectares. Doshi’s scheme for Aranya is really a frame-
work for development by individuals. Plots are de�ned, services are 
provided and a foundation slab is built. Following this, individuals 
develop their houses in various ways using both stock parts and 
their own materials. Principles around density, tra�c, public and 
private space are laid down, but much of the rest is left open.

Doshi’s drawings for Aranya are extraordinary in themselves. 
�ere are many, describing everything from site arrangements to the 
multiple con�gurations of individual homes. But the most striking 
are the ones that depict an occupied street �lled with houses and life. 
Architectural drawings tend to focus on architecture, unsurprisingly, 

Fig. 33 Overview drawings of Aranya Housing, Indore, designed by B.V. Doshi.
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mosaic sign depicting the US �ag. At night, light shines through 
the small fragments of glass. Entering from the street, one passes 
through a strange, mirrored alcove below the sign. It is a deliber-
ately disorienting moment, as if one is stepping out of one world 
and into another. Which is Loos’s point. Inside the American Bar, 
it could be any time of day.

Fig. 32 American Bar, Vienna, designed by Adolf Loos.
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B E S T S E L L E R

How To Enjoy 
Architecture
A Guide for Everyone
Charles Holland

Charles Holland challenges us to look beyond the 
day-to-day familiarity of buildings to rediscover the 
pleasure of experiencing architecture

Architecture is bound up with our daily lives but, for most of 
us, it is experienced as a blur of habit. Our reactions towards 
the buildings that surround us are often culturally generated, 
and we experience them in ways that are immediate but often 
mundane. How to Enjoy Architecture: A Guide for Everyone 
encourages us to move beyond this and, instead, really look at 
buildings.

Renowned architect Charles Holland talks about the 
buildings and architects that excite and inspire him, and 
the ideas and principles through which we can engage with 
architecture. By breaking buildings down into categories such 
as materials, structure, space, and use, Holland guides us 
through drastically different styles and building types—from 
the satisfying symmetry of a Queen Anne house to the thrill 
of a high-tech tower, or the social ideals that lie behind a 
housing estate. In doing so, he demonstrates how looking at, 
experiencing, and using architecture can bring joy in itself.

“A book that will enrich any encounter with a building, it made 
me want to look harder and be more curious. A walk through 
the city feels more fun and also more profound after reading this 
book.” Grayson Perry, artist
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B E S T S E L L E R

John Soane`s Cabinet 
Of Curiosities
Reflections on an Architect and 
His Collection
Bruce Boucher

An in-depth study that sheds a fascinating new light 
on Sir John Soane (1753–1837) and his world-
renowned collection

A Financial Times Best Book of 2024: Art, Design, and A Financial Times Best Book of 2024: Art, Design, and 
FashionFashion

Sir John Soane’s architecture has enjoyed a revival of interest 
over the last seventy years, yet Soane as a collector—the 
strategy behind and motivation for Soane’s bequest to the 
nation—has remained largely unexplored. While Soane 
referred to the display of objects in his house and museum 
as “studies for my own mind,” he never explained what 
he meant by this, and the ambiguity surrounding his 
motivation remains perennially fascinating.

This book illuminates a side of Soane’s personality unfamiliar 
to most students of his life and work by examining key 
strands in his collection and what they reveal about Soane 
and the psychology of collecting. Topics include the display 
of antiquities; his fascination with ruins, both literal and 
figurative; his singular response to Gothic architecture; and 
his investment in modern British painting and sculpture. 
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92.

Michael Angelo Rooker, south 
façade of Montagu House in  
Great Russell Street, Bloomsbury, 
1778, pen and ink and watercolour 
wash. British Museum, London 
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B E S T S E L L E R

Lost Gardens of 
London
Todd Longstaffe-Gowan

A celebration of London’s vast and varied garden 
legacy, but with an unexpected focus on those 
gardens that have either vanished or changed beyond 
recognition over the centuries

Lost Gardens of London pays tribute to the evanescence of 
London’s vast and varied garden legacy. Todd Longstaffe-
Gowan explores gardens that range in date from the 
sixteenth to the twenty-first century, and from the capital’s 
humble allotments and gardens behind terraced houses to 
defunct squares, amateur botanical gardens and aviaries, 
princely pleasure grounds, royal-palace gardens, artists’ 
gardens and private menageries—gardens that either no 
longer exist or are unrecognisable today.

Our fascination with lost gardens is often fuelled by our 
interest in reconstructing worlds that supply us with a 
powerful means of making sense of the past, and a way 
of reading history. In this beautiful and evocative book, 
illustrated with a variety of images including watercolours, 
coloured engravings, and photographs, Longstaffe-Gowan 
reminds us of what a precious asset gardened green space 
is, and how it has contributed over the centuries to the 
quality of life and well-being of generations of inhabitants 
of the Metropolis.

Distributed for Modern Art Press

158 Lost Gardens of London

Not long after the ‘old Phoenician’s’ death, his house was demolished, and the 
garden was built over. This longstanding and bewildering Chelsea landmark had, 
however, long ceased to bewitch the curious. As a correspondent proclaimed in the 
Evening News in November 1912: the place was ‘only a mad lumber-room after all  
. . . The mystery flew out of this rubbish heap as soon as the auctioneer turned the key 
in the front door’.15

Late Georgian Roman ‘cortile’ Gardens 

Images of modest eighteenth-century London town gardens are at best scarce, so it 
is fortunate that a handful survives – and, in a few cases, more than one image still 
exists – to supply detailed insights into their original character as well as evidence of 
how they were used. 

120. 
Statues in Dr Phené’s garden, Daily Mirror, 19 November 1912.  
Royal Borough of Kensington and Chelsea Archive, London

The garden was described in 1912 as a reckless profusion of ‘meaningless  
iron and marble, ecclesiastical symbols, baths, allegorical nymphs and  
cupids, and church furniture’. 

Gardens of Artists 159

Two gardens are particularly well evoked by their owners, both of whom were 
artists and happen to have been founder members of the Royal Academy: Paul 
Sandby’s at no. 4 St George’s Row, Bayswater, and Benjamin West’s in Newman 
Street, Marylebone.

Thomas Girtin portrayed the street front of Sandby’s house as seen from Hyde 
Park in about 1777 (fig. 121). The house is set behind a wooden paling and is perched 
on a small, elevated terrace above the road. Sandby’s own views of his back garden 
are more revealing: one from around 1773 shows it from the vantage point of the 
first floor (fig. 122). The court is paved and enclosed on the east side by a brick wall, 
surmounted by a high parapet bearing a relief sculpture and an urn, and on the west 
side by a steeply sloping bank crowned by a railing. Steps lead up to a balcony that 
is attached to the artist’s studio, the elegant two-storey neoclassical façade of which 
forms an imposing eye-catcher from the house. The glazed door and fanlight of the 
studio supply views to the neighbouring fields beyond. The artist depicts his garden 
as displaying much greater sophistication than his neighbours’ to the west, pointedly 
emphasising the contrast between the aloof classicism of his own plot and their 
frenetic horticultural activity. This superior refinement is established by attempting 
to recreate a Roman cortile (courtyard) through the introduction of balustrades, 

121. 
Thomas Girtin, St George’s Row, Tyburn, c.1777, pen 
and watercolour wash. British Museum, London

Girtin has drawn a view from Hyde Park of Paul 
Sandby’s house, 4 St George’s Row in Bayswater.

107.

Frederick Crace, White Conduit Gardens, looking from the 
Balcony, 1848, watercolour. British Museum, London 

of bells, which ring at stated hours, for the amusement of the company’.17 There were 
Dutch-pin grounds ‘for the exercise of Gentlemen’, and the proprietor ‘provided bats 
and balls for his customers to play cricket in the meadow adjoining’.18 Attendance at 
the place was said to be very great, and The London Guide of 1782 proclaimed that the 
‘accommodations of all kinds are adapted to the genteelest visitors’.19

Over the succeeding decades, the gardens of this ‘pleasant Vauxhall in miniature’ 
were improved on a regular basis, through the introduction of new planting, ‘well-
executed pieces of statuary’, a Chinese pagoda, a ‘superb Theatre’, a bandstand and 
a ‘Grotto with Hermit in his devotions’.20 Frederick Crace’s view, ‘looking from the 
Balcony’ over the grounds, documents some of these changes and shows how the 
central area was dotted with exotic pavilions emveloped in informal plantations 
(fig. 107). Unlike Vauxhall, there was much greater emphasis placed on the extent 
and horticultural richness of the planting: gardens and shrubberies were ‘brilliantly 
illuminated’, and the ‘foliage’ was reported frequently in the press as being ‘in a most 
luxuriant state’ or in a ‘high state of cultivation’.21

From about 1810, the entertainments became more diverse and included balloon 
ascents, concerts, ballet, ‘juvenile fetes’ and fireworks. Miss Clarke’s performance on a 

138 Lost Gardens of London

106.

C. H. Matthews, White Conduit Gardens, North 
View, 1832, watercolour. British Museum, London
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The Ancients42

buttresses brace the dome on the north and south, and a cascade of half-domes 
does the same on the east and west (fig. 22). Unlike most Greek and Roman mon-
uments, the plain stuccoed exterior includes neither columns, pediments, nor 
pilasters—in fact no ornamental features of any kind. In that sense, Hagia Sophia 
is more like an Egyptian temple, saving its architectural drama for the interior.
 Light is at the heart of the experience of Hagia Sophia. The base of the dome 
contains forty arched openings—one in each ribbed segment. In addition, there 
are scores of small windows filled with panes of colored glass: blue, green, pur-
ple, yellow, and ivory. Early Christian custom proscribed statues, which were 
considered pagan, but allowed two-dimensional images in the form of frescoes 
and mosaic murals. The brick piers are covered in sheets of multicolored mar-
ble. The monolithic column shafts are polished white marble, porphyry (a purple 
igneous stone), and green serpentine. Some of the columns, which were brought 
to Constantinople from the far reaches of the Roman Empire, are spolia, that is, 
repurposed fragments of ancient Greek and Roman buildings. The magical effect 
of sunlight shimmering on the multicolored stone and the gold and glass mosa-
ics that cover the interior surfaces of the vaults and domes was captured by the 
painter John Singer Sargent during a nineteenth-century visit (fig. 23).
 The religious schism between Eastern Orthodoxy and the Roman Church 
is mirrored in Byzantine architecture, which moved away from its Roman roots. 
Builders abandoned the pedimented temple front, replaced entablatures with 

22 Hagia Sophia. The great 
double buttresses counter 
the thrust of the dome. The 
minarets are an Ottoman 
addition, constructed when 
the basilica was turned into 
a mosque.
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43Sailing to Byzantium

arches and vaults, relegated columns to a subordinate role, and dispensed with 
engaged columns and pilasters altogether. When extra structural support was 
required they pragmatically paired columns, something that was not done by 
Roman builders. The columns sometimes had stylized capitals with vestigial 
Ionic volutes and Corinthian foliage, but not fluting or entasis. To make the tran-
sition between the relatively narrow capital and the wide springing of the arch, 

23 Hagia Sophia. The painter 
John Singer Sargent visited 
the basilica in 1891 and 
captured the breathtaking 
interior in this sketch. 
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Starchitects
Bilbao, Beijing, and Baku, 2000s

The story of architecture does not always unfold smoothly. Occasionally icon-
oclastic buildings such as Michelangelo’s Laurentian Library, Piano & Rogers’s 
Centre Pompidou, and Graves’s Portland Building upset the apple cart. Something 
like that happened in 1997. A remarkable building appeared on the site of a for-
mer shipyard on the south bank of the Nervión River in the old Basque industrial 
city of Bilbao, in northern Spain. Although the architecture was undeniably 
modernist, it departed radically from prevailing orthodoxy. There was no front 
or back, or even top or bottom; the walls twisted and turned without appar-
ent reference to construction or function; and there was no clear expression of 
structure—what looked like a tower turned out to be a false front. Part of the 
museum slid under an adjoining bridge and another section loomed dramatically 
over a reflecting pool (fig. 158). The chaotic collision of forms had no architec-
tural precedent. To complicate matters further, the whole thing—walls, roofs, 
tower—was covered in shining titanium. This was not a duck in Venturi’s sense, 
it was a silverplated peacock.

The building in question was the Guggenheim Museum Bilbao, and its archi-
tect was Frank O. Gehry (b. 1929), a Canadian-born Angeleno. Like Louis Kahn, 
Gehry was a late bloomer—he was forty-seven when, after an unexceptional career, 
he attracted attention with an unusual work that defied categorization. Remodeling 
his own house, a 1920s Dutch Colonial bungalow in Santa Monica, he encased it 
in a collage of raw plywood, corrugated metal, and chain-link fencing. This was 
defiantly untraditional, but the prosaic materials and casual approach to architec-
tural composition were not conventionally modernist either, and it set Gehry apart 
from his contemporaries. The difference was exaggerated in subsequent projects 
that incorporated startling forms and materials put together in a rough-and-ready 
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fashion. Following two decades of increasingly international work—in Paris,  
Prague, and Germany—he was invited to participate in the competition for the new 
Guggenheim museum in Bilbao. His design edged out the two other entries.

Gehry’s talent is evidenced by his fertile imagination; his skill lies in his abil-
ity to reconcile the unruly forms he imagines with the functional demands of his 
client. The Bilbao museum looks like a sculpture, but the orchestration of spa-
tial experiences is distinctly architectural. A long outdoor staircase leads from a 
plaza to the entrance. After passing through a modest lobby, the visitor enters a 
soaring atrium that offers a view over a reflecting pool to the river and manages 
to be vertiginous, awesome, and carefree, all at the same time. The architecture 
looks slapdash, but there is nothing haphazard about the museum plan, which 
incorporates three types of exhibition spaces. The galleries, which display the 
permanent collection of early modern art, are surprisingly conventional, with 
enfiladed and skylit rooms. Eleven smaller galleries, each with a distinct charac-
ter, provide more individualized settings. Last, a large, anonymous loft-like space 

158 Guggenheim Museum 
Bilbao, Bilbao, Spain. Gehry 
Partners, 1991–97. The chaotic 
collision of forms covered in 
titanium had no architectural 
precedent.
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B E S T S E L L E R

Story Of Architecture
Witold Rybczynski

An inviting exploration of architecture across cultures 
and centuries by one of the field’s eminent authors

“Rybczynski’s expansive account traces the influence of social, 
technological, and economic shifts on architecture across 
centuries.”—New York Times Book Review

“The finest architectural writer in our language.”—Mark Alan 
Hewitt, New Criterion

In this sweeping history, from the Stone Age to the present 
day, Witold Rybczynski shows how architectural ideals 
have been affected by technological, economic, and social 
changes—and by changes in taste. The host of examples 
ranges from places of worship such as Hagia Sophia and 
Brunelleschi’s Duomo to living spaces such as the Katsura 
Imperial Villa and the Alhambra, national icons such as 
the Lincoln Memorial and the Sydney Opera House, and 
skyscrapers such as the Seagram Building and Beijing’s 
CCTV headquarters. Rybczynski’s narrative emphasizes the 
ways that buildings across time and space are united by the 
human desire for order, meaning, and beauty.

This is the story of architecture’s physical manifestation 
of the universal aspiration to celebrate, honor, and 
commemorate, and an exploration of the ways that each 
building is a unique product of patrons, architects, and 
builders. 

188 The First Moderns 

cathedral, was a distinctly unusual treatment for an early twentieth-century 
apartment building.
 The Casa Batlló was an existing building, so the new facade did not carry 
any loads. The opportunity to design a fully fledged structure came to Gaudí in 
1890, when Eusebi Güell relocated his textile mill in the suburbs of Barcelona 
where, in the paternalistic fashion of the time, he built a self-sufficient factory 
town for his employees: the Colònia Güell. The houses, as well as a clinic, a 
library, and other amenities, were designed by Gaudí’s assistants, but the archi-
tect reserved the church for himself. He was familiar with reinforced concrete, 
but in his conservative fashion he decided to imitate the Gothic master builders 
and build in masonry. Gaudí did away with flying buttresses, which he dismissed 
as “crutches,” and in the process invented an entirely original design method. 
He had a 1:10 floor plan of the church fixed to the ceiling. From this he sus-
pended strings that represented the structural ribs of the roof. The hanging 
strings were weighted with little cotton bags filled with sand and buckshot to 
simulate the structural loads, and naturally assumed curved shapes. Gaudí had 
the string model photographed, and when the photograph was turned right-
side up, the strings hanging in pure tension now represented catenary arches 
in pure compression. Masonry construction is strong only in compression, 

92 Casa Batlló, Barcelona. 
Antoni Gaudí, 1904–6.  
The rooftop chimneys and 
spire are covered in broken 
tiles, a traditional technique 
revived by Gaudí.  

Opposite:
93 Casa Batlló. Facade.  
The architecture symbolizes 
the legend of Saint George 
and the dragon. The main 
residence was on the second 
floor, with apartments above.  
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B E S T S E L L E R

Bernd & Hilla Becher
Jeff L. Rosenheim

With essays by Gabriele Conrath-Scholl, Virginia Heckert, and 
Lucy Sante, and an interview with Max Becher

The first comprehensive, posthumous monograph 
and retrospective on Bernd and Hilla Becher, best 
known for their photographs of industrial structures 
in Europe and North America

For more than five decades, Bernd (1931–2007) and 
Hilla (1934–2015) Becher collaborated on photographs 
of industrial architecture in Germany, France, Belgium, 
Holland, Great Britain, and the United States. This 
sweeping monograph features the Bechers’ quintessential 
pictures, which present water towers, gas tanks, blast 
furnaces, and more as sculptural objects. Beyond the 
Bechers’ iconic Typologies, the book includes Bernd’s early 
drawings, Hilla’s independent photographs, and excerpts 
from their notes, sketchbooks, and journals. 

The book’s authors offer new insights into the development 
of the artists’ process, their work’s conceptual 
underpinnings, the photographers’ relationship to 
deindustrialization, and the artists’ legacy. An essay by 
award-winning cultural historian Lucy Sante and an 
interview with Max Becher, the artists’ son, make this 
volume an unrivaled look into the Bechers’ art, life, and 
career.

Published by The Metropolitan Museum of Art

32 33Chemisch Fabrik Wesseling Bei Köln, Germany, 1997 Getreidesilos, Samer/Boulogne, F, 1998
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The Manifesto House
Buildings that Changed the 
Future of Architecture
Owen Hopkins

Manifesto houses reflect new visions for how we can 
live. Often extreme and uncompromising, they are 
vehicles for innovation, new ideas, and new ways of 
doing things.

Most houses are the product of multiple layers of norms 
and expectations built up over time, whether methods, 
materials, and technologies or social, cultural, economic, 
and political pressures. Yet at various moments houses 
have been built that break with the past and do something 
different—houses that stand outside of these expectations 
and instead are conceived to embody whole new theories or 
agendas. We call these “manifesto houses.”

For the first time, this compelling thread in the history 
of architecture is surveyed by Owen Hopkins. He brings 
together a collection of twenty-one such manifesto houses, 
exploring the visions for architecture conjured by Andrea 
Palladio, Eileen Gray, Frank Lloyd Wright, Harry Seidler, 
Lina Bo Bardi, Anupama Kundoo, and Sou Fujimoto, among 
others. The Manifesto House looks in detail at the ideas 
and ambitions embodied in each house, the contexts that 
shaped them, and their impact and influence on the future 
of architecture.
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Walking Rome`s 
Waters
Katherine Wentworth Rinne

An engaging guide to the waterways of Rome and 
their role in shaping the city’s culture, history, and 
landscape

Written by a leading expert on the water infrastructure 
of Rome, this grand tour offers a new way to appreciate 
the history, geology, and character of the ancient and 
contemporary city. Richly illustrated itineraries wind 
through Rome’s streets, piazzas, and gardens, following 
the trail of water as it flows, propelled by gravity, through 
different neighborhoods. In addition to mapping thirteen 
walking tours, Katherine Wentworth Rinne also pulls the 
reader underground—where hidden springs and streams 
still flow—to illuminate how Rome’s complex topography 
has been transformed since antiquity, as well as into the 
sky, imaginatively flying over Rome’s villas and parks to 
give readers a sense of the infrastructure through an aerial 
view.

Whether enjoyed from an armchair at home or as a 
companion on strolls next to aqueducts, fountains, and the 
Tiber River, this guidebook, filled with the author’s unique 
insights, brings the vibrant world of Rome’s water to life, 
with its eddies and whorls twisting throughout the city’s 
storied history.
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The Royal Pavilion, 
Brighton
A Regency Palace of Colour and 
Sensation
Alexandra Loske

The first in-depth study since the 1980s of the 
Royal Pavilion in Brighton, a building that is 
often considered the most impressive architectural 
expression of the Romantic imagination and that has 
become a hallmark of Regency style

Created between 1787 and 1823 by George IV, the Royal 
Pavilion in Brighton is perhaps the most daring and 
enchanting example of a building that expresses the 
European fascination with what in the early nineteenth 
century was considered the “Orient,” in particular China 
and India. The building, with its Indian-inspired exterior, 
was the work of the renowned architect John Nash, who 
with the contributions of several other gifted and inventive 
architects, artists, and designers, created a building that 
draws you in, takes you on a journey, and plays with your 
senses.

Featuring new photography, this lavishly illustrated book 
will provide a fresh look at the sumptuous Chinoiserie 
interiors of the Royal Pavilion and their enduring appeal. 
Drawing on recent research, conservation projects, and the 
unprecedented loan exhibition A Prince’s Treasure: From 
Buckingham Palace to the Royal Pavilion (2019–22), this 
book celebrates the colours and sensual beauty of these 
interiors.
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Suspended Moment
The Architecture of Frida 
Escobedo
Edited by Max Hollein

An illuminating profile of one of today’s most 
innovative and forward-looking architects, whose 
materials-based practice explores how space can 
provoke emotional response

Architect Frida Escobedo’s (b. 1979) designs for public 
spaces have received global accolades. In 2022, she was 
commissioned to design the new Oscar L. 
Tang and H.M. Agnes Hsu-Tang Wing for Modern and 
Contemporary Art at The Metropolitan Museum of Art

Suspended Moment is the first overall survey of her career 
to-date including her award-winning structures that treat 
space as a language—layered, responsive, and reflective of 
both a site’s history and its present. This timely profile of 
the first woman to design a wing at the Museum explores 
Escobedo’s attention to gender, accessibility, and the 
environment. Focusing on both temporary and permanent 
structures in the context of her burgeoning career, the 
publication delves into Escobedo’s two-decade multimedia 
practice. 

Published by The Metropolitan Museum of Art/Distributed by Yale 
University Press
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Naturally, the full implications of this project are too 
vast to contain in a single study. Therefore, this book will 
test my paradigm in the context of Renaissance Italy, trac-
ing remarkable formal developments that traversed the 
domains of military and civil architecture. Like other 
works of sixteenth-century art and design, fortifications 
were prodigious engines of creative and technical ingenu-
ity.1 To resist the devastating power of gunpowder weap-
ons, urban defenses became marvels of geometric and 
structural sophistication. From the sheer masonry walls  
of earlier times, they swelled into sprawling multilayered 
landscapes composed of ditches, ramparts, bastions, and 
raised parapeted streets. The terrain around cities was 
sculpted into mountainous landforms with dominating 
vistas, while intricate ventilation flues and mazelike artil-
lery galleries riddled the ground below. My study reveals 
the multiple, mutable uses of such spatial innovations, 
charting the spread of similar tubes and tunnels, embank-
ments and earthworks across diverse civilian construc-
tions. In their totality, these muscular undertakings 
reconfigured urban space into stratified systems of obser-
vation, concealment, and bodily movement.

INTRODUCTION

This book is not a history of fortifications. Nor would  
it be right to call it just a work of architectural history.  
In its widest ambition, this inquiry is instead a history of 
forms: forms that shrink and expand, forms that change 
functions, forms that span disparate worlds of art, archi-
tecture, and engineering yet maintain an underlying fam-
ily resemblance despite their countless mutations. In  
their scalar, functional, and disciplinary promiscuity, I 
argue, these networks of formal association defy the  
stylistic and typological categories traditionally used  
to classify the objects of art and architectural history. 
Applied too rigidly, conventional taxonomies disregard 
significant morphological kinships among certain arti-
facts. Even worse, they wrongly dismiss other artifacts 
altogether from art-historical consideration. Such taxono-
mies obscure the ways creative agents borrow, transfer, 
and combine ideas from different arenas of knowledge, 
experience, and practice. To recapture these inventive 
processes and the resemblances they engender, I devise a 
more capacious paradigm for relating forms that I term 
“cognate technologies”: a paradigm explained and 
deployed in the pages that follow.

< Detail of Figure 0.4
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those recently built in Bologna and Ancona. As such, the 
Rocca reasserted apostolic dominance over a major city 
in the papal provinces (second only to Bologna) that for 
centuries had jealously guarded its autonomy as a de facto 
republican commune. In this way, the project advanced a 
more protracted process of territorial centralization in the 
Apostolic States, aimed at reintegrating wayward subject 
towns within the Curia’s military, fiscal, and administra-
tive fold.8 The Rocca’s second purpose was to provide 
a dignified princely court. Its interior was splendidly 
appointed as befit the headquarters of the papal legate 
and an occasional residence for the pontiff.9 Initially, this 
project had also been motivated by a more ambitious 
though ultimately abortive scheme: to transform Perugia 
into a hereditary Farnese dominion, under nominal papal 
authority but ruled in reality by Paul III’s son Pierluigi 
or grandson Ottavio.10 Had that come to fruition, the 

This equivocal semantic consciousness found its 
emblematic expression in the Rocca Paolina in Perugia: 
the most ambitious fortress that Pope Paul III commis-
sioned in the papal territories beyond Rome (figures 5.2, 
5.3). The structure arose in the aftermath of the Salt War, 
a popular uprising fomented in 1540 by the Baglioni, 
Perugia’s ruling clan, against an increase in the papal salt 
tax. Troops led by Captain Pierluigi Farnese, Paul III’s 
illegitimate son and Gonfalonier of the Church, entered 
the city to suppress the rebels. Immediately afterward, 
in June of that year, the design and construction of the 
citadel began under the direction of Antonio da Sangallo 
the Younger and Jacopo Meleghino, with the assistance 
of Antonio’s cousin Bastiano (known as Aristotile) da 
Sangallo (1481–1551).7

The resulting structure combined two largely con-
trasting functions. One was a papal stronghold akin to 

Figure 5.2. View of the Rocca Paolina in Perugia by Antonio da Sangallo 
the Younger and others, begun 1540. Giuseppe Rossi, Veduta di città,  
ca. 1860–64. Oil on canvas, dimensions unknown. Galleria Nazionale 
dell’Umbria, Perugia [inv. 2883].
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(freno della rocca) to extinguish all hopes of reprisal by the 
Baglioni and their allies. Their pronouncements sum-
moned a common humanist metaphor, elaborated upon 
by Machiavelli, which equated the fortresses of despots 
to the bit and bridle that reined in an unruly wild horse.13 
An inscription in the Rocca Paolina’s entry courtyard 
reaffirmed this trope: “with tyranny driven out,” Paul III 
built the stronghold “for the peace of the good and for 
the bridling [fræno] of the wicked.” In lapidary fashion, 
this statement conveyed an equivocal vision of civic har-
mony that wedded the pacification of the populace to 
its subjugation.14

As this chapter will argue, such mixed messages 
expressed themselves most potently in the Rocca Paolina’s 
physical form. The citadel incorporated a rich array of ref-
erences to politically resonant monuments from Perugia’s 
ancient and medieval history: monuments that testified 

Rocca Paolina would have hosted a new dynastic seat in 
central Italy, adding to the number created by the pope 
for his offspring at Castro, Nepi, Camerino, and later 
Parma and Piacenza (see figure 0.8). Simultaneously 
palace and fortress, the structure elided the increasingly 
binary typological distinction between courtly residence 
and military defense emergent in early modern seigneur-
ial architecture.11

This hybrid structure was framed within a double-
edged political rhetoric that wavered between intimi-
dation and benevolence. On the one hand, following a 
familiar line of propaganda, Paul III touted the Rocca as 
an urgent bulwark against the Turks, despite the implau-
sibility of the Ottoman threat to the landlocked town.12 
On the other hand, he justified the project as a vise on the 
Perugians themselves. The pope and his vicars repeat-
edly voiced their ambition for the “bridle of the fortress” 

Figure 5.3. Plan of the walls of Perugia showing the Rocca Paolina on 
the lower half. Cipriano Piccolpasso, “Il primo libro delle piante et 
ritratti delle città e terre dell’Umbria,” ca. 1574–78, 29v–30r. Pen and ink 
on paper, each page: 167⁄8 × 125⁄8 in. (43 × 32 cm). Biblioteca Augusta, 
Perugia [ms. 3064].
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D. GUN PLATFORMS

C. CASEMATE

B. ELLIPTICAL COUNTERMINE
CHAMBER

A. OCTAGONAL COUNTERMINE
CHAMBER
PASSAGE INTO THE DITCH

Figure 2.8. Cutaway isometric illustration of the Bastione Ardeatino, 
Rome. Illustration by Morgan Ng based on original by Simon Pepper. 

> Figure 2.9. Illustration of the Bastione Ardeatino and a newly 
invented countermine system. Francesco De Marchi, “Della architettura 
militare,” mid-sixteenth century, plate 44. Pen and ink with watercolor 
on paper, height 167⁄8 in. (43 cm). Yale Center for British Art, New Haven 
[Paul Mellon Collection, Folio A 2015 33].

and architectural cognoscenti. Before proceeding to this 
discussion, however, it would first be useful to consider 
Antonio’s countermine system as a response to more 
straightforward technical and tactical challenges.

From a strictly utilitarian standpoint, Antonio’s coun-
termine system was the outcome of a long-standing series 
of attempts to solve problems of ventilation in defensive 
architecture. Some of these problems were analogous to 
those generally faced in cognate underground construc-
tions, including mining galleries and hydraulic tunnels, all 

of which required abundant apertures to supply fresh air 
and light to the inhabitants of underground spaces. Other 
problems were specific to gunpowder warfare. Architects 
needed to equip subterranean countermines with aera-
tion systems of sufficient capacity to dissipate the explo-
sive pressure produced by enemy mines. Concerns with 
ventilation extended to casemates, spaces that accommo-
dated the emplacement and firing of defensive artillery 
pieces, a tactic known as “active fortification.”15 Because 
fumes released by cannon fire often suffocated and 
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blinded the gunners in enclosed shooting galleries and 
towers, Renaissance architects increasingly abandoned 
such earlier typologies of artillery fortification.

To remedy such defects, Spanish and Italian architects 
by the late fifteenth century had devised high spaces with 
circular openings in the vaults to release the smoke pro-
duced by artillery and firearms.16 By the early sixteenth 
century, Antonio’s immediate forerunners had begun to 
adopt an even more effective typology, a modern variant 
of late medieval Schalentürme, or half towers (figure 2.10). 

These were structures totally open to the rear that allowed 
for plenty of smoke evacuation, as described by Pedro Luis 
Escrivà. A famous example of this typology was the elegant 
bastion designed by Baldassare Peruzzi at Porta San Viene, 
later known as Porta dei Pispini, in Siena (figure 2.11).17

No sooner had architects adopted these open-backed 
defensive typologies, however, than they came into con-
flict with an emerging technology in passive fortification. 
(Unlike active fortification, which involved directing 
weapons against attackers, passive fortification concerned 
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NOTES ON PETER EISENMAN
MARY MCLEOD

Cover of Progressive 
Architecture, March 1972. 
The diptych drawing by 
Michael Graves represents  
his work, on the left,  
and Peter Eisenman’s work,  
on the right. 

I was surprised, and very honored, to be invited to participate 
in this book. I never studied with or worked for Peter, nor was 
I a member of the Institute of Architecture and Urban Studies 
(IAUS). My connections are peripheral at best, but they go 
way back.

Peter was on my second-year design review at Princeton in 
the fall of 1973 for a studio of Michael Graves.1 He was also on 
my master’s thesis review, which resulted in a heated exchange 
between himself and Graves (they were and remained close 
friends). My first husband worked for Peter while he was 
designing House X, but I confess that I heard more about 
their squash games than about spatial displacements. In the 
early 1980s I taught a couple of courses at the Institute (one 
of Peter’s truly great accomplishments), but my connections 
to West Fortieth Street were more likely due to Kenneth 
Frampton or Tony Vidler, not Peter. During those years I was 
part of the Revisions group, which first met at the Institute, 
but we were doing our best to separate ourselves from our 
elders, even as we shared Peter’s fascination with Manfredo 
Tafuri, if for very different reasons. 

But most important, I am deeply grateful to him for repeat-
edly coming to my theory seminars at Columbia to debate 
with me and my students, often outright arguing (and always 
refusing an honorarium). One of the many things I appreciate  
about him is his delight in being challenged—undoubtedly one 
reason why he has been such a brilliant teacher for more than 
fifty years. Peter’s immense curiosity and eagerness to explore 
ideas meant that he rarely focused on the article assigned in 
these seminars—usually one of his texts of the late 1980s, such 
as “Architecture and the Problem of the Rhetorical Figure.” 
Instead the conversation often veered to his latest obsession, 
whether a film (David Lynch, Peter Greenaway, or Michael 
Haneke), or a book (I remember a Maurice Blanchot phase); 
these digressions revealed a side of him that seemed so dif-
ferent from his fixation in the early 1970s on formal rigor,  
structure, and the notion of architecture as “conceptual,” sug-
gesting an interest in the strange, the grotesque, and the mys-
terious—a desire to go beyond words or linguistic models to 
express the inexpressible. Indeed in the very last essay in his 
1988 book Eisenman Inside Out, he cites Edgar Allan Poe’s 
Tales of the Arabesque and Grotesque.2 Despite my pressing at 

times, Peter never related these aesthetic obsessions to Kant’s 
sublime or to more recent reiterations of it such as Lyotard’s—
or even to Le Corbusier’s concept of l’espace indicible. Peter’s 
new sources of inspiration, so paradoxical for someone com-
mitted to the notion of architecture’s autonomy and interiority,  
revealed a questioning of reason or the conceptual that was 
so fundamental to his early thinking3 and a willingness to 
accept, even enjoy, slippage and play, undoubtedly a shift in 
thinking influenced by his immersion in psychoanalysis and 
his reading of (and later collaboration with) Derrida.

His newfound fascination with the irrational might, how-
ever, also be seen as another manifestation (or perhaps the 
reverse side of the same coin) of what I consider to be one 
of the fundamental driving concepts of his architecture and 
theoretical explorations: the idea that representation is pre-
sentation, or that presentation is representation—in short, 
that architecture does not convey meaning in the same way 
as words. In both his structuralist and poststructuralist 
phases, architectural meaning resided for him in what he later 
called “the in-between”: in other words, in the space between  
elements, even if this space by the 1980s was no longer deter-
mined by the same formal operations of his earlier Euclidean 
geometries.4 It’s this constant probing of the notion of meaning  
in architecture—the limits of the linguistic analogy and tradi-
tional concepts of representation—to which I and so many of 
my generation are indebted.

In the early 1970s, he wrote his two essays on conceptual 
architecture; it also happened to be the moment when semi-
ology was at the height of its influence on architects (at least 
in that small axis between Princeton and the Institute). One of 
the debates of the period, encapsulated in Mario Gandelsonas’s 
article “Reading Architecture” and in the cover image of 
Progressive Architecture, was between Graves and Eisenman.5 
Both architects believed in formal diagrams; both rejected 
functionalism as a primary determinant. For Graves the goal 
was to find ways to give symbolic content to architecture, to 
express meanings. His musings could be quite cosmic in tone. 
He explained, for example, that the curve in a flying beam of 
the Benacerraf House addition alluded to clouds or, when he 
added color later, that blue represented the sky and yellow, 
sunlight. Gandelsonas characterized Graves’s architecture as 

42 43habitat with no intervention from Green-Wood employees.20 
Today finds new feral presences in Manhattan, driven by lack 
of natural habitats: coyotes curled up in empty buses, eagles 
with Instagram accounts that follow their ledge lifestyles, and, 
from time to time, a displaced swarm of honeybees that makes 
a surprise landing on a piece of infrastructure. 

The opportunistic approach to habitat of these nonhumans 
prompted my own interest in biodiverse cities. My work on 
multispecies architecture emerged from these gaps in formal 
readings of architecture noted here. Why not discuss animals if 
we are looking at barns in Palladian villas? Piranesi’s relentless  
ornament—if read literally as a textured surface—offers foot-
holds for plants, birds, and insects to nest on the outside of 
buildings. Piranesi’s stone motifs would enable vines, lichens, 
and insects to inhabit facades, as the Gothic Revival architec-
ture of Green-Wood Cemetery demonstrates. In contrast to 
reflective corporate and residential towers, whose shiny glass 
or titanium cladding extracts an extensive ecological cost, the 
textured wall provides alternative habitats for nonhumans, as 
I demonstrate in writing on the feral surface. 

The built work from my practice, Harrison Atelier, features  
thick and textured cladding systems that accommodate 
habitats for birds and insects. The firm’s 2017 Species Wall 
Pavilion, for the Clermont Historical Center, deploys thin 
cast-concrete panels that bulge on one side to create nest-
ing space. We developed a “roomier” panel with the 2020 
Pollinators Pavilion, where hand-cast concrete panels accom-
modate protruding “thorns” that serve as rain canopies over 
nesting tubes while housing a microprocessor and cameras. 
We work with field images, making datasets to train machine 
vision and AI models to automate species identification. An 
architectural surface that harbors biodiversity—as much as 
it records it—can create a building envelope that does more 
than appeal to the human eye.

Rowe’s imperative to architects to see what isn’t there may 
be limited by the capacities of human vision. Machine vision, 
sensors, and AI can collaborate to collect and sort data on 
species too small for human regard, shifting, even in formal 
terms, how we see the world. Animal vision, which remains 
largely outside of our comprehension, could similarly expand 
our perspective. We know that birds, insects, and fish possess 

Monitored habitat for solitary bees,  
front and back, Pollinators Pavilion, 
Hudson, New York, Harrison Atelier, 2021

Hempcrete cladding and vermiculated 
storm drains for base of the Brooklyn 
Bridge, Harrison Atelier, 2022
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Davis Butner, 2016 Nathaniel Elmer, 2023 Palladio
The comparison between Andrea 
Palladio’s San Giorgio Maggiore and 
Il Redentore is a study in techniques 
of superimposition. Overlapping 
figures in plan produce strange 
poché figures that push and pull 
space in various directions while 
overlapped facade elements read as 
instances of misregistration. These 
analytic drawings examine how 
the plans and elevations relate to 
each other, suggesting that by the 
late Renaissance clear part-to-whole 
relationships had given way to 
ambiguity and fragmentation.
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In late 1893, Victor Horta started to build the house 

of his friend and colleague Émile Tassel, at 12 rue de 

Turin, Brussels.1 Tassel was a professor of descriptive 

geometry who had studied physical and mathematical 

sciences. His cultural interests were vast. Horta, who 

had trained as an architect at the Académie des Beaux-

Arts and under Alphonse Balat, was in his early career. 

This was his third townhouse in Brussels, but bigger 

than the previous structures, different, and destined 

to consecrate his name in architectural history. The 

ashlar facade blended common elements of the hôtel 

particulier exterior with forms that are foreign to the 

classical architecture of the townhouse. Its aspect was 

both familiar and startling. It foreshadowed a greater 

transformation inside, where architect and owner were 

reworking the relationships between ancient and mod-

ern knowledge, nature and the artificial. The centre of 

the house was thoroughly transformed into an open 

space, which combines a glazed courtyard, a hallway, 

a stairway and a winter garden, though it resembles 

none of the single types in particular. It contains the 

celebrated staircase, which set the critical fortune of 

the Hôtel Tassel. The house announced the birth of a 

modern style to its contemporaries. But its aspect was 

unusual. Born therein was a strange modernity.

The interior decor shows liana-like forms rising 

from darkness towards the light against the shaded 

background of the staircase mural. Their movement 

suggests growth, a pervasive decorative theme in 

surface and ironwork which became Horta’s stylistic 

signature. Highly evocative, rooted in darkness, these 

forms have always seemed to communicate an idea, 

but they were not immediately accessible. Their origins 

and their meaning continued to puzzle critics through-

out the twentieth century. This problem has accompa-

nied the renown of the house in the various forms of 

a persistent question: why Art Nouveau should have 

been born at this place, at this time, and in such forms. 

Nikolaus Pevsner in the 1930s, Henry-Russel Hitchcock 

in the 1950s, Franco Borsi and Paolo Portoghesi in the 

1960s, and David Hanser and David Dernie in the 1990s 

all returned to this problem of sources and meaning.

One of the reasons for this unresolved question lay 

at its premise, the quest for the sources of the archi-

tect-artist developing his style. Victor Horta, however, 

could not be linked convincingly to many of the areas 

of influence attributed to him. Not all aspects of this 

decor can be explained through his own development. 

I had embarked upon the same quest when I realized 

that the transformative programme and the distinct 

imagery at the heart of this house bear connections to 

ideas which, with historical certainty, can be traced to 

the intellectual world of Émile Tassel, and it is through 

Tassel, not Horta, that they can be brought to bear 

upon its meaning. The house is the place where many 

typologies merge. It is also the site of a great creative 

encounter between Horta and Tassel, who forged a 

new image of nature under glass.

Horta’s motifs, endowed with an abstract force, are 

not truly natural forms. The life they suggest does not 

always seem vegetal. Nature in this glasshouse is not 

only artificial but also fictitious. Like the house, the 

winter garden itself has been thoroughly reworked 

into an ambiguous space. This transformation weaves 

The Strange Winter Garden 
of the Hôtel Tassel

—— ANIEL GUXHOLLI

Hôtel Tassel, interior, facing the stairwell
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stucco with half- timbering, its volumes simplified and 
abstract. The extended ridge over the primary living area 
produces a strong horizontal massing, which is broken by 
a dominant gable and subsidiary gables, and accented by 
tall Tudor chimneys. A service wing, including a gate 
building, meets the residence at right angles to create a 
courtyard. While its ornament is restrained, the house 
benefits from the work of artisans who supplied leaded 
glass windows, hand- hewn beams, and wrought- iron 
strap hinges. In an article about the firm published in 
1916,  Glen Brook is praised for its “unpretentious dignity 
and simplicity” and its aspect “of solid domestic com-
fort.”41 The writer ends by complimenting the partners on 

continued to be built through the early decades of the 
twentieth century. The partnership of Mellor and Meigs 
specialized in such dwellings, preferred by the city’s  
old guard.39 A generation younger than Eyre and Price, 
Walter Mellor (1880–1940) and Arthur I. Meigs (1882–
1956) were well- educated and well- connected, Mellor hav-
ing studied at Haverford and Penn for architecture and 
Meigs at Princeton. They opened their business together 
in 1906.

Between 1914 and 1916, they designed and built the 
Caspar Wistar Morris House, Glen Brook, on a Main Line 
estate in Haverford (fig. 3.6).40 The house is brick on the 
lower half of the first story, but for the most part, it is 

Figure 3.6. Mellor and Meigs, Glen Brook, Haverford, Pennsylvania, 1914–16.
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Moreover, a trans- Atlantic focus on historic preservation 
was developing within the rising generation of architects, 
first in England, culminating in Morris founding the 
Society for the Protection of Ancient Buildings in 1877, 
and taken up by architects in Boston and New York City. 
The architects in the T Square Club embraced this mis-
sion, too, positioning themselves as part of “a growing 
movement to preserve the historic and artistic monuments 
of Philadelphia.”43 An abundance of red brick buildings 
from the colonial period through the time of the country’s 
founding created a visible frame of reference for the city’s 
young architects.

Eyre was starting to think about colonial architecture 
when in 1891 he designed a double house in Philadelphia 
for John Neill and Frank Mauran, Jr., real estate specula-
tors, that mixed medieval and colonial elements (fig. 3.7).44 
Its main elevation is asymmetrical, with a flat- roofed 
tourelle at one corner and a two- story oriel window on the 
opposite side. At the center of the façade are two pointed-
arched doorways, one for each unit, separated by a but-
tress between them. Demonstrating Eyre’s artistry, above 
the buttress is a sculpture of a robed woman who extends 
her arms toward the entrances. Originally Eyre designed 
the building with a pitched roof, its gable end facing the 
street.4 5 But what he settled on was a large gambrel roof, a 
shape that recalls American colonial architecture. Eyre 
had employed this roofline successfully at Farwood, the 
Richard L. Ashurst House in Haverford (1884–85), when it 
had become popular for Shingle -style houses.4 6 By the 
mid- 1890s, Eyre turned to  Federal Style architecture and 
classical detailing for the Colonial Revival Joseph Leidy 
House (1894) and the H. La Barre Jayne House (1895), 
both in Philadelphia, while he continued to design Tudor 
suburban and country houses.4 7

Combinations of Tudor and Colonial Revival features 
in a single elevation would never become widespread, but 
architects were not averse to adopting the two vocabular-
ies in a single building. Price took this approach for Kelty, 
the second Tudor Revival house that he designed for his 
family. Inside, most of its rooms are derived from medi-
eval sources; however, the dining room is Colonial 
Revival. It has paneled wainscoting, door openings 
crowned by architraves, and a fireplace mantelpiece fin-
ished with dentil molding.

When the opportunity arose, the architects in this cir-
cle were accepting of adapting old buildings to modern 
purposes. Often such commissions came from artistic 

their “solicitude for honest craftsmanship” and “honest 
use of materials.”42 Through familiar moral wording, the 
author projects Arts and Crafts modesty onto a Tudor 
Revival house of exceptional size. We may guess that the 
language came from the architects.

A ColoniAl FrAme oF reFerenCe
The architects who were most closely associated with  
the Arts and Crafts movement in Philadelphia also were 
drawn to the Anglo- Colonial Revival. Their interest in the 
nation’s early architecture was a logical response to the 
celebrations of the nation’s one hundredth anniversary in 
1876 and the Centennial Exhibition that was held there. 
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4 Introduction

Figure 0.1. Philip Webb, Red House, Bexleyheath, Kent, England, 1859–61.
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RefoRm- minded ARchitects
Through the latter half of the nineteenth century, 
England’s medieval past stimulated the imaginations of 
reform- minded architects.11 Webb pursued the direction 
that he began at Red House, building country houses that 
were large but unpretentious, designed with gables and 
towers. He advised his clients on decorating with Morris 
products, as at Clouds House (1877–86) in East Knoyle, 
Wiltshire.12 Richard Norman Shaw (1831–1912) aimed for 
unpretentiousness, too. Like Morris and Webb, he spent 
time in Street’s office. After embarking upon a study of 
vernacular houses, Shaw developed an Old English style, 
including tall chimneys, half- timbering, and banks of 
leaded glass windows in his residential work, notably at 
Leyswood (1867–69) in Groombridge, Sussex. He also 
brought Morris’s firm on board for interior decoration.13 
Yet another member of the early generation of architects 
linked with Morris was George F. Bodley (1827–1907). His 
church of St. Michael and All Angels (1860–61), Brighton, 
provided Morris’s company with its first commission—a 
request for stained glass. In his subsequent church proj-
ects, Bodley became known for using bold massing based 
on Perpendicular sources.14

Several progressive architects and  craft workers 
formed guilds and societies, taking their cues from Morris 
and notions about medieval  shops that were more than a 
little idealized. In 1884 pupils in Shaw’s office, including 
William R. Lethaby (1857–1931), established the Art 
Workers’ Guild to encourage collaboration between archi-
tects and artisans.15 Morris soon joined them. Promoting 
the creations of the craft worker was a guild priority, lead-
ing members to found the Arts and Crafts Exhibition 
Society in 1887. A year later, they sponsored their first 
show, held in London, which introduced the term Arts 
and Crafts as the name of the emerging movement. 
Another progressive thinker was C. R. Ashbee (1863–
1942), who lived at Toynbee Hall, a London settlement 
house, while he was apprenticing with Bodley. In the 
course of serving poor East End residents, Ashbee 
directed a Ruskin reading group, and in 1888 he started  
a school and organization that became the Guild of 
Handicraft. Under his leadership, workers were trained in 
craft production, and their wares were sold at a London 
outlet. Eventually Ashbee led the group to the village of 
Chipping Campden in the Cotswolds, where the commu-
nity struggled until  the guild dissolved in 1908.16
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Figure 8.10. Merritt H. Starkweather, Arizona Inn, guest cottages, Tucson, 1930–31.
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Wisconsin native who spent several years with Spokane’s 
Cutter and Malmgren, helped bring her dream to life.52 
The resort was a rambling compound of buildings, delib-
erately designed to be simple and homelike, but not rustic. 
Boxy in massing, the structures were one to two stories in 
height, stuccoed and bright pink, with deep- blue shutters 
and trim. Most roofs were flat, although some had tiled 
shed roofs. Spanish Colonial in appearance, the buildings 
alluded to the region’s architectural heritage. Intrigued  
by the regional landscape, Greenway planted a garden  
of cacti and other native plants.53 For a focal point, 
Starkweather designed a fountain that Gladding, McBean 
in Los Angeles custom- made in concrete.54 The unstoppa-
ble Greenway also was involved in politics, and in 1933 
she ran for Arizona’s congressional seat, vacated mid-
term, which she won. A year later, she was reelected and 
served a full term.

In Texas and the Southwest, the history, landscapes, 
and even local climate contributed to an architecture of 
the early twentieth century that reflected Arts and Crafts 
thinking. At the Rice Institute, the hot, humid climate 
supplied a rationale for a Byzantine Revival style. 
Sometimes architects and clients embraced rustic styles 
that blended with the natural surroundings. Oftentimes, 
an Arts and Crafts philosophy encouraged designs that 
echoed Spanish Colonial and Native American buildings, 
while the movement also supported an emulation of 
Spanish and Native craftsmanship. During the first two, 
even three, decades of the twentieth century, Americans 
in these sparsely settled states appreciated an informal 
approach to life. Far from major cities, architects and their 
clients were predisposed to accept the Arts and Crafts 
value of simplicity.
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Arts and Crafts 
Architecture 
across America
Maureen Meister

A beautifully illustrated exploration of Arts and 
Crafts buildings across the United States, showcasing 
the movement’s wide reach and regional variations

After the Arts and Crafts movement coalesced in Britain at 
the end of the nineteenth century, it made its way quickly 
to the United States. Architects and artisans embraced its 
values, advocating for handicraft in building design while 
promoting a respect for nature, simplicity, native materials, 
and regional culture. Taking the reader on a journey from 
coast to coast, this book presents buildings that reflect Arts 
and Crafts ideals in distinctive ways and connects them to 
the movement’s major themes.

Beautifully illustrated with 150 images, Arts and Crafts 
Architecture across America features buildings from Boston 
to San Diego, highlighting iconic examples by Ralph Adams 
Cram, Irving J. Gill, Greene and Greene, and Frank Lloyd 
Wright. The book also brings to the fore many lesser-
known figures, including women architects such as Marion 
Mahony and Cora Cadwallader Tuttle and Black architects 
such as William A. Hazel and Paul R. Williams. 
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88 FRANK LLOYD WRIGHT’S BOGK HOUSE

and sunroom, a pair of elegant wood frames support square, lantern- 
like fixtures. Continuing the square theme, which reinforced the use of 
primary geometry as the basic language of architecture, Wright had 
planned clusters of rectangular tubes suspended from the ceiling at 
the corners of the living room, a corner of the dining room, and flush- 
mounted above the dining table; the Bogks, however, had other ideas. 
Apart from the corner dining room fixture, they installed designs by 
Niedecken: pagoda- style hanging lamps in the living room and a square 
fixture with tassels over the dining table (fig. 7.13).

Hinted at in the early renderings and developed in the architectural 
drawings, art glass provides another complementary accent. Square 
and rectangular pieces of white, gold, and black flash glass are set in 
grids of cames (lead dividers) in tall, narrow slots between the piers 
and windows on the west side of the living room and alongside the win-
dows in the sunroom and dining room (fig. 7.14). Similar bands of art 
glass also appear alongside windows on the second floor. Viewed from 
the outside, the step pattern of the glass mirrors the stepping frets 
of the cast concrete ornament, a clever translation of material. They 

Fig. 7.14 Living room wall with art 
glass windows and French doors to the 
terrace.

Fig. 7.15 View of the fountain and con-
crete panel depicting a pair of cranes.

99RESIDENCE

Wright had introduced the Heritage Henredon Taliesin Col-
lection with much fanfare earlier in the year.²⁰ It was one of several 
ventures to license designs for furniture, fabrics, and color schemes 
to mass- market manufacturers. His mention of the Bogk House rugs 
had an edge to it that escaped the Elsners at the time. In 1954, before 
the house passed from the Bogk family to the Pokornys, Wright had 
attempted to acquire them for a collection he planned to display at 
Taliesin but was turned down. Stung by the refusal, he brought it up in a 
Taliesin Fellowship Lecture. “Beautiful things. I said I’d put in new ones, 
if they’d let me have the old ones and anything they nominated for the 
place. But no, the rugs had to go with the house.” He went on to lament, 
“It seems the designer of the thing has no caché [sic]  whatever—no 
standing in either practice or theory or court. You’re only the cuss 
that did the pattern, that’s all.”²¹ The Elsners were more receptive 
to Wright’s charms and took his advice to heart. Over the years, they 
acquired Heritage Henredon pieces for the living room and looked to 
Taliesin for guidance in updating the house (fig. 8.04).

In 1959, two months after Wright’s death, Robert Elsner initiated 
steps for retaining his successor firm, Taliesin Associated Architects 
(TAA), to design a series of remodeling projects that would extend 
over a decade and include interior and exterior updates, custom fur-
niture, and landscaping (fig. 8.05).²² Along with TAA principal William 
Wesley Peters (Wright’s son- in- law), the Elsners worked with project 
architects Cornelia Brierly, a specialist in interior design, and, most 

closely, John Ottenheimer, who 
knew Milwaukee well in his capac-
ity as project architect for Annun-
ciation Greek Orthodox Church in 
nearby Wauwatosa, one of Wright’s 
last commissions, completed post-
humously in 1961. Wright’s widow, 
Olgivanna Lloyd Wright, also con-
tributed to the designs and took an 
active role in selecting fabric colors 
for upholstery, curtains, and rugs.²³

The Elsners’ architectural mod- 
ifications adapted the house to the 
needs of a mid- twentieth- century 
family managing their household 
without live- in help. Their most 
extensive intervention was in 
the kitchen—the nerve center of 
modern family life—for which TAA 
reconfigured the cabinetry and 
countertops and replaced the util-
itarian subway tile of the original 

Fig. 8.04 Living room with furniture 
from Wright’s Heritage Henredon col-
lection (slipper lounge chair, sideboard, 
settee, side table, coffee table) and 
Taliesin Associated Architects (lounge 
chairs and ottomans).

Fig. 8.05 Dining room with table 
designed by Taliesin Associated Archi-
tects, photo 1969.

Fig. 8.06 First- floor plan by the 
Historic American Buildings Survey 
documenting the house in 1969.

View of the north and west (front) facades.

33 colour + 37 b/w illus.
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Frank Lloyd 
Wright’s Bogk 
House
A Bold Experiment
Anthony Alofsin and Richard L. Cleary

A trove of insights into and images of an important, 
little-known Frank Lloyd Wright building

The house that Frank Lloyd Wright designed for Frederick 
C. and Katherine G. Bogk in Milwaukee, Wisconsin, in 
1916 occupies a unique position in Wright’s career: it is 
the only fully realized house designed in the teens that 
demonstrates his fascination with Primitivism, the use of 
non-Western sources as an inspiration for modern design. 
This book traces Wright’s exploration alongside the stories 
of an immigrant family’s rise and Milwaukee’s emergence 
as a vibrant city. It also documents the interiors, relatively 
unchanged for over a century, that represent Wright’s 
approach to total design.

Written by two eminent architectural historians and Wright 
scholars, Anthony Alofsin and Richard L. Cleary, this book 
offers new insight into the evolution of Wright’s design 
process during the least understood decade of his career. 
The book draws on a fascinating cache of unpublished 
letters, photographs, drawings, and documents in the 
private archive of the Elsner family, who owned the house 
from 1955 to 2023. 

Distributed for Frank Lloyd Wright’s Burnham Block, Inc.
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CELLOPHANE AND DECORATED CAVES
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California Trinity: The 
Al Struckus House Janna Ireland

Pictures online did not prepare me for the reality of seeing the Al Struckus 
House in person. You turn a corner and there it is—a grand extraterrestrial 
barrel, looking like a structure from another world and like one that could 
exist only there, on that exact lot near the edge of the San Fernando Valley.

In Philadelphia, where I grew up, there is a tradition of trinity houses (also 
known as Father, Son, and Holy Ghost houses), which have three or four open 
levels, one room per floor, connected by a winding staircase. Struckus house 
operates on the same basic principle, with an entry level, kitchen and dining 
area, bedroom, and living room stacked one on top of the other. Philadelphia 
trinity houses follow a staid townhouse format that blends in seamlessly 
with the brick-lined streets of Old City. Struckus house is designed to exist 
in harmony with its surrounding landscape, too, only this landscape is one of 
boulders, trees, and California sunshine. With its exposed wood beams, over-
lapping levels only nominally enclosed by netting, earthtones, and bug-eyed 
portholes, Struckus house is one of a kind, a trinity reimagined via the space 
age and the Swiss Family Robinson treehouse.

It is always a challenge to convey the true essence or logic of a place in 
pictures: Photographs flatten the three-dimensional world. Struckus house, 
which seems to exist in four or more dimensions, poses additional challenges. 
Organic and singular in form, it is a shining example of Bruce Goff’s design 
philosophy, moving forward through time unimpeded, always somehow in 
“the continuous present.” I don’t know that my photographs can provide an 
accurate sense of its geography, but hope they offer a sense of its magic. 

250 colour illus.

272pp.   292 x 229 mm

Hardcover   ISBN 9780300284072

November 2025   £40.00 / €45.00 / $50.00

Bruce Goff
Material Worlds
Edited by Alison Fisher and Craig Lee

A major exploration of the work of American architect 
Bruce Goff, including the paintings, objects, and 
ephemera often overshadowed by his architectural 
legacy

Celebrated as one of the most innovative and daring 
architects of the twentieth century, Bruce Goff (1904–
1982) imagined a truly independent modern American 
architecture throughout his six-decade-long career, which 
began when he was just twelve years old, working as an 
apprentice at an architectural firm in Tulsa, Oklahoma. 
Distinguishing himself from the restrained modernism of 
the postwar period, Goff created single-family homes that 
were at once livable and adventurous, featuring radical 
spatial relationships, and designed fantastical large-scale 
commercial and industrial spaces.

His architectural legacy often overshadows his equally 
experimental artistic career; this book explores the full 
sweep of Goff’s creativity, which flowed between media 
and artistic practices. It highlights 150 objects, including 
architectural drawings and models; abstract paintings; and 
photographs, ephemera, and building fragments. Inspired 
by a range of cultural and artistic traditions, from Native 
American art to Japanese joinery and the landscapes of 
science fiction, Goff’s work represents a unique synthesis of 
diverse influences. 

Distributed for the Art Institute of Chicago
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Architecture and 
Artifice
The Crafted Surface in Eighteenth-
Century Building Practice
Christine Casey

Revealing the materials and craftsmanship that shaped 
the look of eighteenth-century architecture in Britain 
and Ireland

This book uncovers the overlooked material practices that 
were crucial to architectural production in the eighteenth 
century. Centred on the architecture of England and Ireland, 
it examines the facing materials that define the distinctive 
character of cities and regions.

Focusing on the final stages of construction—the external 
façade and interior finishes in stone, plaster, and wood—
Architecture and Artifice combines archival research with 
insights from architectural conservation to reveal the hidden 
techniques behind these structures. It explores the lives of 
craftsmen, uncovering the unwritten standards that guided 
their work and argues for the agency of materials and craft in 
shaping the meanings of eighteenth-century buildings.

Featuring a cast of lesser-known craftsmen alongside new 
perspectives on iconic structures such as Chatsworth, the 
Cambridge Senate House, and Dublin’s Parliament House, the 
book introduces a wealth of previously unpublished archival 
material uncovering the intricate processes and people behind 
the era’s most enduring buildings.

​Distributed for the Paul Mellon Centre for Studies in British Art
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London
A History of 300 Years in 
25 Buildings
Paul Knox

A lively new history of London told through twenty-
five buildings, from iconic Georgian townhouses to 
the Shard

A walk along any London street takes you past a wealth 
of seemingly ordinary buildings: an Edwardian church, 
modernist postwar council housing, stuccoed Italianate 
terraces, a Bauhaus-inspired library. But these buildings 
are not just functional. They are evidence of London’s rich 
and diverse history and have shaped people’s experiences, 
identities, and relationships.

In this engaging study, Paul L. Knox traces the history 
of London from the Georgian era to the present day 
through twenty-five surviving buildings. Knox explores 
where people lived and worked, from grand Regency 
squares to Victorian workshops, and highlights the 
impact of migration, gentrification, and inequality. We see 
famous buildings, like Harrods and Abbey Road Studios, 
and everyday places like Rochelle Street School and 
Thamesmead.

Each historical period has introduced new buildings, and 
old ones have been repurposed. As Knox shows, it is the 
living history of these buildings that makes up the vibrant, 
but exceptionally unequal, city of today.
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3  No. 2 Warehouse, Import 
Dock, West India Quay

One of the few buildings to survive the compre-
hensive redevelopment of London’s docklands, No. 2 
Warehouse on the West India Quay is tucked away at 
the extreme northwestern corner of the Isle of Dogs. 
Dwarfed among the gleaming new high-rise devel-
opments of Canary Wharf and spruced up to accom-
modate new tenants, it can come across as rather 
Disneyfied: a token effort at conservation, preserved 
along with a few renovated dockside cranes, ships’ 
anchors and buoys to lend a whiff of place-based iden-
tity to the anonymous forest of new luxury apartment 
and office towers and hotels. There can be no doubt, 
though, as to its original function, with its barred win-
dows and vertical bays – called loopholes – where goods 
would have been hoisted up and swung into storage 
through the doors.

The functional and symbolic importance of the 
warehouses cannot be overstated. In sheer physical 
terms, the warehouses of the West India Docks were 
a remarkable achievement: a range of nine that even-
tually stretched uninterrupted along the quayside 
for more than a kilometre (half a mile): ‘one of the 
great monuments of European commercial power’.1 

11 No. 2 Warehouse, West India Quay.
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GEORGIAN LONDON

surviving examples of their type in London. Coade stone was a 
new product, made in Lambeth by Eleanor Coade’s Artificial Stone 
Manufactory using a secret formula involving raw clay, ground-up 
fired clay and various minerals, all pressed into plaster moulds 
and then fired again at a very high temperature. Frost-resistant 
and much cheaper than quarried stone, it became one of the dis-
tinctive building materials of the Georgian era, used in London 
by virtually all the leading architects of the time.10 Whole streets 
were adorned not only with mass-produced Coade stone door 
surrounds, but with all kinds of architectural detailing: pilasters, 
columns and capitals, dentils, cornices and allegorical statuary.

Entrance steps to the town houses span basement wells sur-
rounded by cast-iron railings with urn or flambé torch finials. 
Inside, the ground floor consisted of a room to the front and 
a room to the rear, with a staircase to one side. The first-floor 
plan typically consisted of a large room at the front spanning 
the width of the house, with a second room behind. Basements 
extended under the pavement beneath the square itself and 
ran through to a rear lane that served mews buildings. Mews 
are a unique and distinctive element of London’s cityscape, a 
practical solution to the problem facing the developers of the 
Great Estates: how to accommodate the horses, carriages and 
associated servant class without detracting from the distinction 
of the neighbourhood. The solution, first introduced in the 1630s 
as part of Inigo Jones’ Covent Garden scheme, was to place a lane 
between the terraced streets, with mews buildings on both sides 
of the lane, behind their respective town houses.

The square’s central garden oval was grassed over, laid out 
with gravel walks, and fenced off with cast-iron railings. Before 
long, it was planted with shrubbery and trees. The idea of the 
relaxing sensibilities of nature was very fashionable, influenced 
by Edmund Burke’s Philosophical Enquiry into the Origin of Our Ideas 
of the Sublime and Beautiful (1757) and its emphasis on the pictur-
esque.11 Only leaseholders had access to the garden, which was 
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BEDFORD SQuARE, BLOOMSBuRY

maintained by a committee of residents. The square itself served 
as the focal point for a whole new network of streets and mews 
laid out by the estate. Gower Street to the east, Store Street to 
the north and Bedford Avenue to the south all took shape at 
the same time as the square, with Scott and Grews responsible 
for many of the houses. The building of Bedford Square and the 
adjacent streets ‘inaugurated the systematic transformation of 
the pastures of northern Bloomsbury into a restricted upper-
middle-class suburb’.12 The development of the estate continued 
through the completion of Gordon Square in 1860. By that time 
there were more than thirty squares in the West End. The Great 
Estates had formed an archipelago of inwardly oriented resi-
dential enclaves, each with discreetly located streets of shops 

10 The central pair of town homes on the north side of Bedford Square.
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in with one of his satirical prints (fig. 2.19). Here we see a room filled to the 
brim with Classical and Ancient Egyptian antiques, with a young woman 
opening a hinged mummy case to embrace a handsome young officer 
dressed in regimentals.

Country house patrons found the new aesthetic equally intoxicating, and 
the Egyptian Revival style was soon being used in architecture and interior 
decoration. Denon’s illustrations were especially influential. For example, his 
illustration of the temples at Dendara and at Thebes informed the design 
for the Egyptian Hall added to Stowe House, Buckinghamshire, in 1802. This 
amazing room, which still survives, is a triumph of interior design. The 1st 
Marquess of Buckingham wanted to transport his guests to ancient Egypt, 
creating an experience similar to the discovery of an ancient tomb. Every 
detail is considered: sphinxes flank the entrance, hieroglyphics decorate the 
walls, the Egyptian zodiac ornaments the ceiling, and heat was originally 
provided by a sarcophagus-shaped stove in the apse.

Charles Lennox, 3rd Duke of Richmond, was not far behind in utilising 
this style, commissioning a spectacular Egyptian dining room for 
Goodwood House in Sussex (fig. 2.20). Created between 1802 and 1806, 

2.19. (left) Thomas 
Rowlandson, Modern 
Antiques, 1811. Hand-coloured 
etching, 34.5 × 25.5 cm. 
The Metropolitan Museum of Art, New 
York, 56.567.5. 

2.20. (opposite) The 
recreated Egyptian dining 
room at Goodwood House. 
The original was dismantled 
in 1906. 
Photograph by Tim Imrie-Tait for 
Country Life.

to the designs of James Wyatt, it boasts vibrant yellow scagliola walls 
resembling a rich polished Sienna marble and a glorious white marble 
chimneypiece with bronze decorations, with the whole ensemble enlivened 
with various Egyptian motifs. The furniture also followed suit, with a set of 
20 dining chairs fitted with gilt bronze mounts in the form of crocodiles. A 
pair of magnificent gilt-bronze candelabra once adorned the dining table, 
made by Alexis Decaix (c.1753–1811), the French emigré bronzier (fig. 2.21). 
Beautiful in their design, these candelabra each comprise three male figures 
standing back-to-back in Nemes headdresses, holding plaques inscribed 
with hieroglyphics.

The Duke’s dining room was a glorious celebration of Egyptomania 
and one in which many a fine meal was enjoyed. Yet, despite its beauty and 
completeness, it was boarded over a hundred years later (allegedly) to please 
Edward VII, who disliked the style intensely. It was replaced with a neo-
Classical scheme and hung with family portraiture. Happily, however, it has 
since been restored – back to its full Egyptian glory.

These varying architectural styles inevitably determined the aesthetic 
of the country house dining room, dictating everything from the shape of 
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The Country 
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Room
A History of Georgian Feasting
Amy Boyington

Combining architectural, social, and cultural history 
to explore the significance of the Country House 
Dining Room during the Georgian era

The eighteenth-century country house dining room was a 
symbol of social status, wealth, and cultural refinement, 
operating as both a functional space and a theatrical 
venue for displaying power. Drawing on the most 
fashionable architectural styles of the day, these rooms 
were meticulously crafted to convey the owner’s affluence 
and sophistication. The design and decoration of the 
dining room itself became an integral part of the dining 
experience, with fine art, antique sculptures, and exquisite 
furnishings enhancing the room’s grandeur. Table settings, 
featuring intricate porcelain, silverware, and glassware 
emphasised the importance of aesthetic presentation, 
further reinforcing the owner’s social aspirations.

This book charts how the country house dining room 
encapsulated the social, cultural, and political dynamics 
of the Georgian era. Through its design, rituals, and 
contradictions, it served as a microcosm of the broader 
societal values and hierarchies of the time. Dining was 
not merely about sustenance, but a reflection of status, 
identity, and the complexities of social interaction.

5.14. The New Kitchen at 
Erddig Hall, Clwyd. 
National Trust Photo Library.

1 0 110 0 T H E  C OU N T RY  HOU S E  DI N I NG  R O OM

WESTON HALL, NORFOLK MAY 1782

Reverend James Woodforde was enjoying his meal immensely. He sat back 
momentarily and took a deep sip of his wine – absolutely delicious. He was always 
well treated and well fed when he visited Weston Hall. Today, they had already 
eaten their way through a first course of stewed trench, ham and fowls, mutton, pea 
soup and a fine rump of beef. And now the footmen were bringing in the dishes for 
the second course. Woodforde looked around admiringly – he was tempted to lick 
his lips! He could see pigeons and asparagus, orange pudding, macaroni, custards 
tarts and goodness knows what else. This was sumptuous indeed. Squire Custance 
always held a good table, and this was no exception. Decanters of Madeira and 
Port were now circulating, and was that Parmesan cheese he could see? Excellent.

When we imagine the Georgian era, grand scenes of extravagant 
banquets and lavish feasts often come to mind. The essential acts 
of eating and drinking were elevated to an artform by hosts and 

hostesses who used the dining room as a tool to entertain and maintain 
social networks. For the elite of eighteenth-century Britain, dining and the 
grand entertainments that surrounded it were at the very heart of social 
life. Dining was about spectacle. Every aspect of the meal, from the design 
of the table decorations to the manner in which the courses were served, 
was intended to impress and astonish. Guests were surrounded by visual 
reminders of their host’s taste, education and affluence, whether through 
the paintings that adorned the walls or the intricately designed silverware 
that graced the table. 

These lavish occasions could last for hours, marked by multiple courses 
and an abundance of food and wine. Guests would gather in the drawing 
room, before being led into the dining room in an orderly procession. 
The seating arrangements were carefully planned to reflect the social 
hierarchy, with the most honoured guests seated closest to the host, while 
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fIgure 37
New York City Unit of Index of 

American Design, “Pewter 

Porringers,” c. 1936. National 

Gallery of Art Archives, 

Washington, DC.

fIgure 38
Henry Meyers, Pewter Coffee Pot, 

c. 1936. Graphite on paper, 9 × 

11½ in. (22.9 × 29.2 cm). National 

Gallery of Art, Washington, DC. 

Index of American Design, 

1943.8.13090.

facing page

fIgure 39
Dana Bartlett, Pewter Coffee Pot, 

c. 1937. Watercolor, graphite, and 

gouache on paper, 12⅝ × 9⅞ in. 

(32.1 × 25.1 cm). National Gallery of 

Art, Washington, DC. Index of 

American Design, 1943.8.13091.

190 chapter 5 191 into the dollhouse

miniature replicas.” Thorne thus took the dual opportunity to represent a historically 
significant building and, because so little was known about how it was originally dec-
orated, to represent the Chinese Chippendale style that was both highly popular in the 
1930s and understood to be typical of the eighteenth century. Thorne was not even sure 
as to the original function of the room, for “it is possible that the original furnishings 
were those of a bedroom instead of a dining room.”34 But by including a room in this 
style, she echoed du Pont and others of the period who used Chinese Chippendale décor 
to add glamour to their 1930s versions of early American design. Du Pont, for exam-
ple, used the Chinese Chippendale style for his so-called Chinese Parlor, where guests 
gathered after dinner to play cards and music, smoke, and drink cocktails (fig. 80). 

Thorne herself encouraged viewers to imagine historical occupants in the 
rooms. In her 1943 catalogue entry for the Virginia Dining Room from Gunston Hall, 
she reminds her audience that this is the building where “George Mason and Thomas 
Jefferson are thought to have drafted the Declaration of Independence” (fig. 79). This 
reference to such an important historical event is interesting given that the miniature 
room bears little resemblance to the extant Guston Hall. As Thorne goes on to acknowl-
edge, “In actuality today, the walls are plain, but when the house was built wallpaper was 
much in vogue, and it is likely that the use of Chinese wallpaper such as is here repro-
duced was intended. Unfortunately, there is no record of its original furnishings, but 
the Chinese taste was doubtless represented in its Chippendale version as it is in these 

fIgure 78
Narcissa Niblack Thorne, A1: 

Massachusetts Living Room and 

Kitchen, 1675–1700, 1937–40. 

Miniature room, 8⅛ × 18½ × 14 in. 

(20.6 × 47 × 35.6 cm). Art Institute 

of Chicago. Gift of Mrs. James 

Ward Thorne, 1942.481.

fIgure 79
Narcissa Niblack Thorne, A20: 

Virginia Dining Room, 1758, 1937–

40. Miniature room, 13¼ × 19¾ × 

21⅛ in. (33.7 × 50.2 × 53.7 cm). 

Art Institute of Chicago. Gift of 

Mrs. James Ward Thorne, 

1942.500.

fIgure 80
Henry Francis du Pont, Chinese 

Parlor, installed 1929–31. 

Winterthur Museum, Garden 

and Library, Winterthur, DE.
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Uncanny Revivals
Designing an American 
Identity
K. L. H. Wells

An examination of how immersive colonial revival 
projects contributed to the formation of a White 
nationalist identity by inviting viewers to step into the 
past

From 1930 to 1950, a number of design projects in the 
United States appeared to bring early American history 
to life. Sites and artworks such as Colonial Williamsburg, 
the Winterthur Museum, the Index of American Design, 
and Narcissa Niblack Thorne’s miniature period rooms 
created immersive fantasies of the past in which visitors 
seemed to have direct contact with the look and feel of 
history. Accessible and entertaining for general audiences, 
these popular projects also had the unsettling effect of 
naturalizing political ideologies of racial inequality.

K. L. H. Wells examines the ways that colonial revival 
design produced new racial identifications in which the 
nation’s European immigrant communities and “old stock” 
Americans transformed from being seen as individual 
groups differentiated by region, ethnicity, and class to a 
White race with shared ties to early American history. 
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To understand the commission, it will be helpful to turn once 
again to Constantine’s church. The focus of the basilica was the 
tomb of Peter, or more accurately, the tropaion (“marker”) that 
stood over the tomb and was recorded as early as the second 
century by a pilgrim called Gaius. In the 320s Constantine 
moved a million cubic feet of earth from the sides of the Vatican 
hill in order to set the floor of his basilica exactly at the level 
of the tropaion. It was said that he encased the tomb in bronze 
(though no trace of this has ever been found) and the tropaion 
above it in marble and porphyry. A door opened in the casing to 
reveal a niche, and in the floor of the niche, a small hole allowed 
communication with the tomb. It was into this niche and through 
this hole that pilgrims lowered strips of cloth (“brandea”), which, 
thus sanctified, they carried with them to their native lands.3

By chance, an ivory casket found in 1906 in the Early Christian 
basilica of Sant’Ermagora in Samagher, an Istrian town near 
Pola, gives a dependable representation of the shrine (fig. 5.2).4 
It shows an aristocratic couple whispering prayers through the 
door in the encased tropaion to the numinous presence in the 
tomb. The precinct around the tomb is demarcated with marble 
slabs. Six spiral columns, supposedly brought by Constantine 
from the Greek east, form both a screen in front of the apse 
and a ciborium over the tomb. These columns survive and are 
the most splendid trophies of the Constantinian basilica (5.7).5 
Each is carved from a single shaft of marble, capital and base 
included, and has a decoration of putti gathering grapes, which 
gives it a Eucharistic aura regardless of whatever the original 
function of the columns might have been. They are shown on 
the Pola casket supporting a light superstructure, not a full 
dome but the merest hint of one in the form of ribs that cross 
diagonally. These ribs would probably have been made of wood 
and were either gilt or clad in metal. From the center hangs a 
lamp in the form of a huge crown. The tropaion was treated with 
great reverence by Constantine: as well as encasing it in marble, 
he marked it by a special ciborium, which itself stood under the 
semi-dome of the apse and lay directly on the east-west axis of 
the huge building.

WHEN NICODEMUS TESSIN the Younger visited Rome in 1673, he 
picked up two pieces of information on Borromini’s personal 
life, one about his origins and the other about his end. “In the 
beginning he was just a stone carver,” was Tessin’s first discovery, 
and the second, “He killed himself out of a sense of persecution 
by Bernini.”1 Whether this is a genuine psychological insight 
or simply a sensationalist way of interpreting the suicide is not 
easy to decide. In any case, Tessin’s remarks bring us back to St. 
Peter’s in the 1620s, since it is both the place where Borromini 
made a fundamental career change, from stone carver to 
architect, and the place where he met Bernini.

Borromini began work in St. Peter’s in 1619. He would have 
met Bernini by about 1624. At the outset there was a gulf in 
status between them. Bernini was the prodigy, caressed by three 
successive popes and their nephews, while Borromini was a mere 
decorative sculptor, unknown outside the circles of Lombard 
masons around Carlo Maderno. His training under Andrea 
Biffi in Milan and his self-taught flair for drawing rendered him 
eminently employable, but such talents were hardly the currency 
of fame. Nevertheless, over the course of a decade his relationship 
with Bernini matured into one of active collaboration, respect 
and possibly even friendship, only to be followed in the end by 
disillusionment and rupture. In the light of their later enmity, 
it is hard at first to recapture the quality of the collaboration 
that grew between them at St. Peter’s and Palazzo Barberini. 
Between 1624 and 1632 these two buildings were the theater for 
the happier part of what Virgilio Spada, a close observer of both 
men, called “that love that turned to mortal hatred.”2

THE HIGH ALTAR BEFORE BERNINI

The task that brought them together was like no other in the 
history of monumental sculpture, the Baldacchino of St. Peter’s. 

5

Bernini and Borromini at St. Peter’s

5.1
The Baldacchino of St. Peter’s, by Bernini and others. Built in two 
phases: columns and capitals 1624–27, upper parts 1631–33
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Tibur is my native place, Flavius Agricola my name, yes, I’m 
the one you see reclining here, just as I did all the years of 
life fate granted me, taking good care of my little self and 

thirtieth epistle of Gregory the Great on their lips, which cursed 
the disturbers of holy tombs.38 

Urban VIII reassured the clergy by saying that he had every 
intention of putting all the bodies back exactly where they were 
found, at the same distance from the body of the apostle. He 
insisted that priests be on hand continuously to record the 
finds. The architect and foreman were to dig with surgical 
precision. The bones and even dust of the saints were to be 
placed in cypress chests; a cleric was to notarize all finds and 
the artist Giovanni Battista Calandra was asked to draw them. 
Many bodies were extracted, some with coins in their mouths. 
The usual objects came to light: medals, an inscription of 
Pope Damasus, brick stamps and part of the seats of the old 
presbytery, which was viewed like a relic by those who saw it. 
On 14 August 1626, while excavating the foundations of the 
southeast column, after removing many bodies that lay above 
it, a hoary pagan was found sleeping with the saints. It was a 
recumbent statue of a man who, patera in hand and crowning 
himself, addressed visitors in the following inscription:

Urban VIII consecrated the basilica on 18 November 1626, 
exactly 1,300 years after the consecration of the first basilica 
by Pope Sylvester and Constantine.41 However impressive the 
ceremony may have been, the canopy was far from ready. Seven 
more months passed before the colossal columns could be 
mounted on their pedestals in June 1627. They are hollow cast, 
but to insure bearing strength they are filled with concrete and 
are thus immensely heavy. To test the impressions made by the 
superstructure a full-scale wooden model with papier-mâché 
figures was installed between December 1627 and April 1628.42 

In 1628 Borromini and his partner, Agostino Radi, were paid 
for the marble revetment of the column bases. Each base has 
two huge shields of white Carrara marble, eight in all, making 
for a massive concentration of Barberini heraldry in immediate 
proximity to the body of the apostle. All have that peculiarly 
biomorphic quality pioneered by Maderno, especially in 
the way overlapping shields nestle one inside another with a 
grotesque mask emerging at the bottom (fig. 5.9). In seven 
of the eight shields there seem to be, at first glance, the faces 
of women, some with mouth wide open, which have been 
interpreted, improbable as this might seem on a papal altar, 
as seven stages of a woman in labor. The eighth shield (on the 
east face of the northeast base) shows a winged cherub close in 
spirit to another curly-haired Borromini cherub that we shall 
encounter shortly (fig. 5.21). It is said to complete the series by 
showing a successful birth. Künstlermärchen, once proffered, are 
hard to root out, but rather than build iconographic castles on 
this sandy base it makes more sense to see these long-haired 
creatures as angels of a feminine cast engaged in perpetual 
song. Some sing sotto voce, others at full throttle with mouths 
wide open. The single winged cherub on the right-hand base 

never going short of wine […]. Friends who read this, do my 
bidding, Mix the wine, drink deep, wreathed with flowers, 
and do not refuse to pretty girls the sweets of love (venereos 
coitus formosis ne denegate puellis). When death comes, earth 
and fire devour everything.39 
Such frankly heathen sentiments in this place shocked 

clerical sensibilities. Though the inscription was recorded, the 
pope prohibited diffusion and imposed excommunication even 
for speaking about it. Thus silenced, the statue was disappeared, 
though not, as was put about, by dumping it in the Tiber. It 
was quietly moved to the Barberini garden, where a member of 
Cassiano Dal Pozzo’s team drew it. It was part of the Barberini 
sales of antiquities that took place quietly in the nineteenth or 
early twentieth century, emerging on the European market in 
1939 and then in New York in 1957 before finding a home in 
America (fig. 5.8). 

The pope forbad all entry to the excavations except the 
architect and his foreman, but Borromini was on this team 
and would have glimpsed at least a small sample of the Vatican 
necropolis. The excavations of 1939 later revealed some antique 
decorations that to us seem typical of his art, especially a 
fictive perspectival colonnade rendered in stucco on the 
facade of a second-century tomb. In 1626, however, this was 
just out of reach, though we will never know if similar motifs 
were discovered and destroyed for the foundations. Almost 
contiguous with the excavations was a tiny chamber containing 
the famous mosaic of Christ Helios. It was rediscovered in 1939 
with its vault already pierced by an intruder’s hole, perhaps 
those of the excavators of 1626.40 In any case, the excitement 
at these Petrine finds would have whetted Borromini’s appetite 
for Roma sotterranea.

A B C D

5.7 
(A) Spiral column from Old St. Peter’s, Hellenistic. Museo del 
Tesoro di San Pietro. (B) Spiral column with strigilation only at the 
bottom, as in the pair preserved in the altar of St. Francis in the 
Cappella del Sacramento, engraving by Nicolas Beatrizet, c. 1550, 
in Antonio Lafreri, Speculum Romanae Magnificentiae, Rome, 1574–78 
(C) Presentation drawing of a column for the Baldacchino, by the 
Bernini workshop (formerly attributed to Borromini), 1625. Pen 
and ink with wash over traces of black chalk or graphite and much 
pinpointing on discolored paper, 49.6 x 21.4 cm. Windsor Castle, The 
Royal Collection, RCIN 905635 (Thelen, Corpus, C 24). Photo: Royal 
Collection Trust, HM King Charles III 2025. (D) The Baldacchino 
of St. Peter’s, three-piece column shaft plus base and capital cast 
October 1624–August 1626, by Bernini and others

5.8 
Sarcophagus of Flavius 
Agricola, Antonine 
period (138–93). 
Marble, 67 x 171 x 69 
cm. Removed from 
the Vatican necropolis 
during excavations for 
the Baldacchino, kept 
by Francesco Barberini. 
Indianapolis Museum 
of Art
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that brilliantly shaped the fabric of the Counter-Reformation 
city. Over two volumes, Joseph Connors outlines Borromini’s 
life and buildings, from his youth and early Roman work, 
his early maturity, his rise to fame, and his mature work, 
under the patronage of a succession of powerful popes. 
Connors considers the early biographies of Borromini, the 
fate of his drawings, reactions to his work, and revivals 
in his reputation. Themes of the architect and society 
in seventeenth-century Rome are organized around the 
architect’s collections of drawings, models, books, natural 
wonders, antiquities, and his friendships.

This elegant and scholarly monograph will form the 
fundamental basis of all future scholarship in the field. 
Thoroughly illustrated with archival material and new 
photography, the book also includes specially commissioned 
photography by Edward Burtynsky, widely recognized as 
one of the world’s leading photographers and honoured 
as Master of Photography at Photo London in 2018, 
and awarded in 2022 the Outstanding Contribution to 
Photography by the World Photography Organisation.

Distributed for the Burlington Press

1 9 0    |    i  l i f e  a nd  b u i l d i ng s 7   S a n  Ca r l o  a l l e  Q u a t t ro  Fo n t a n e    |    1 9 1

Borromini’s aim was to compress St. Peter’s into a tiny space, 
one no bigger (in a famous comparison first made around 1800) 
than the footprint of one of the piers of the great church.2 Hence 
the common nickname, San Carlino. However, in St. Peters the 
piers are massively thick, while in San Carlo they are perforated 
by windows and doors and the chapels inside them are bubbles 
of space where one would expect solid mass.

A good way to understand San Carlo is to put it side by 
side with a Renaissance church that it superficially resembles, 
the chapel of the Château d’Anet in France, built by Philibert 
Delorme in 1547–55 . Borromini could easily have known Anet 
from prints published in 1576 (fig. 7.7), although here it is a 
question of comparison not source.3 Anet too is a Greek cross 
compressed into a small space, and it too has a shallow cupola 
with perspectival coffering. The piers are pierced and open 
to hidden spaces behind them. As in San Carlo, each pier has 
three niches, each with a door below, one door and a niche on 
the canted face and one on each side face. However, for all the 
similarities, San Carlo subverts the classical forms of Anet. The 
French church has a plan of crystalline clarity, all discipline. One 
can easily tell where the circular space under the dome ends and 
the arms of the cross begin. In contrast to Anet’s clarity, San 
Carlo is all flow. One would be hard put to say for sure whether 
any part of the interior, say a niche or a column, belongs to the 
crossing or to the arms of the cross, if indeed they can be called 
arms. At Anet we are in a classical theorem but at San Carlo we 
are inside a Baroque enigma.

It is not only the sinuous plan that sows confusion in San 
Carlo but the constantly shifting readings that the church seems 
to invite. It is difficult to know where to put the caesuras. If 
one looks at the piers, it seems obvious that Borromini meant 
the four columns to be grouped around the central niche in 
each pier, which is higher than the other niches. When the eye 
wanders up to the higher reaches of the church, however, the 
columns suddenly change allegiance and cluster in groups of 
four around the altars. An unconventional detail reinforces this 

SAN CARLO ALLE Quattro Fontane comes closer than any other 
Borromini building to an architectural autobiography (fig. 7.2). 
The architect won the commission when he was thirty-five and 
built the church between the ages of thirty-nine and forty-five. 
At fifty-one he came back to tell the monks his life’s story. At 
age sixty-one or sixty-two he conceived a project to publish the 
complex and did a series of drawings revealing the secrets of its 
geometry. At sixty-six he began the façade, the most musical and 
moving of all his works. He was so attached to San Carlo that at 
sixty-seven he asked to be buried here and began to plan a high 
altar chapel in the crypt. When he died at sixty-eight the façade 
had reached the level of the main cornice or slightly higher; it 
was finished a decade later by Borromini’s incompetent nephew. 

The interior is a powerful expression of Borromini’s plastic 
architecture (figs. 7.3–6).1 To begin at the top, the cupola is 
covered with a malleable net of coffering that constantly changes 
size and shape. To support the cupola, huge arches jump from 
pier to pier. These would normally be called crossing arches, but 
unlike any other crossing arches they seem bent in permanent 
torsion. Below them there should be the arms of a Greek cross. 
However, because the space on this tiny site was so constrained 
there was no question of having a normal cross with four equal 
arms. Instead, the arms are suggested by nicchioni, huge niches 
with optically adjusted coffering. Two of these nicchioni, those on 
the long axis, are semi-circular in plan, but the two on the cross 
axis are very flat, optical substitutes for real space. The main 
cornice that runs around the piers and the nicchioni constantly 
changes course, alternating between straight and curved. The 
sixteen tall columns dutifully follow.

There are references to St. Peter’s in San Carlo, especially 
the pendentives and the piers with canted faces. It seems that 
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 San Carlo alle Quattro Fontane

7.1 
Digital rendering of San Carlo alle Quattro Fontane, Rome, Andrew 
Saunders, Baroque Topologies, 2020
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The Gothic thus invented a new medium— 
the architectural drawing.1

In 1770, the German poet Johann Wolfgang von Goethe visited the Cathedral of 
Notre Dame in Strasbourg (fig. 1). Having come of age in the time of neoclassi-
cism—the revival of ancient Greek architectural style governed by rules and rea-
son—he was predisposed to dislike the Gothic structure he encountered. Noth-
ing, however, could have been further from the truth, and the visit fundamentally 
changed Goethe’s views on architecture. He was so impressed with the building’s 
grandeur and “thousand harmonizing details” that he concluded it must be the 
work of a single ingenious architect, Erwin von Steinbach, whom he identified 
based on inscriptions preserved in the cathedral itself.2 Goethe was correct in one 
sense—Erwin had indeed been employed as its architect, but in truth he was nei-
ther the first nor the only master of works to make his mark on its construction. 
 As with many monumental medieval churches, it took more than one gener-
ation of builders to complete Strasbourg’s imposing cathedral. In fact, the site was 
under construction virtually nonstop from 1176, after the previous, eleventh-cen-
tury edifice was destroyed by fire, until well into the sixteenth century.3 During 
this period, plans were adjusted and expanded numerous times, but the succes-
sive architects responsible for the structure’s completion nevertheless were able 
to create a building that, to Goethe’s eyes, formed a unified whole. In addition to 
their skills and professional judgment, the medieval builders were aided by their 
access to a vital resource: the carefully drawn elevations and plans of their prede-
cessors. This invaluable archive allowed them to understand the thought processes 
and design choices that had shaped the building up to its current state, enabling a 
relatively seamless continuation of the work. The value drawings held for the ar-
chitectural profession may seem self-evident from our modern-day perspective, 
but the graphic archive accumulated by the Strasbourg building lodge (the official 
body in charge of the construction site) is the earliest of its kind. It also contains 
what may be the oldest true architectural drawing to have been preserved, now re-
ferred to, fittingly, as Drawing A (fig. 2). Created around 1250 to 1260, it shows 
a partial elevation of the facade of Strasbourg Cathedral with a rudimentary de-
sign for the entrance portals and rose window. Methodically placed pen-and-ink 
lines follow a preparatory network of blind ruling (shallow, inkless incisions in 
the parchment) made with the help of a stylus, compass, and straightedge to en-
sure the exact alignment and curvature of the different building elements (fig. 3). 
The time and care it took to create this one partial elevation of Strasbourg Cathe-
dral is compelling evidence of the fundamental place drawing held in the Gothic 
building process. 
 Nowadays, this parchment sheet is one of more than six hundred surviving 
architectural drawings created across Western and Central Europe from the thir-
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From the thirteenth century onward, the archi-
tectural vocabulary that we have come to know as Gothic 
also began to influence the design of freestanding monu-
ments, (church) furniture, statuary, stained glass, and var-
ious kinds of other (precious) objects. While architectural 
elements had been incorporated previously, they were gen-
erally modelled after much older prototypes that did not re-
semble the places in which they were housed.1 The art his-
torian James Bugslag has suggested that the notable shift 
towards an adherence to contemporary architecture was 
influenced directly by the adoption of scaled architectural 
drawings in the building process. Not only did he argue 
that the portability of parchment drawings allowed new 
designs to be shared more easily with (artists from) other 
workshops, but that their scaled-down appearance natu-
rally suggested and facilitated the translation to media of 
different sizes. He also carefully hinted, moreover, at a de-
velopment with deeper implications. 
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teenth to the sixteenth century. While this number is impressive, it represents only 
a fraction of the thousands of drawings produced over a nearly four-hundred-year 
period. One of the most expressive and diverse architectural styles to have devel-
oped in the Western world, the Gothic tradition succeeded in large part thanks to 
the creativity afforded by the integration of drawing into the process of architec-
tural planning. To date, the knowledge and study of these drawings have been the 
focus of a relatively small group of scholars, predominantly of architectural his-
tory, who have made great strides in analyzing the works’ content with respect to 
the activities of specific building sites. Without this research, the present exhibition 
and book, Gothic by Design: The Dawn of Architectural Draftsmanship, would 
not have been possible.4 While a few studies have taken a broader, transnational 
approach to exploring the impact of drawing on Gothic architecture, the topic re-
mains to be explored.5 Similarly, art historical surveys of early drawings to date 
rarely include examples with architectural subjects. Melanie Holcomb’s 2009 ex-
hibition and accompanying catalogue Pen and Parchment: Drawing in the Mid-
dle Ages at The Metropolitan Museum of Art constitutes an important exception. 
Asking the defiant question, “What did it mean to draw before the Renaissance?,” 
it surveys the evolution of line drawing from about 800 to 1200 across a variety of 
disciplines.6 While the material does not yield easily to a comprehensive historical 
narrative, owing to the fragmented survival of objects, it is nevertheless clear that 
the medium of drawing provided an increasingly potent means of representation 
and communication during this period. 
 Picking up chronologically where Holcomb left off and focusing on the 
genre of architectural drawing, Gothic by Design investigates the status and func-
tion of drawing in the process of creation and beyond. The present chapter offers 
an introduction to the subject, from its uncertain beginnings in the twelfth or thir-
teenth century to the early sixteenth century. The following chapter steps back from 
the building site to consider drawing’s applications beyond construction, and ex-
amines the role the medium played in design during the Gothic period. Above all, 
this book argues that while the Gothic period is not widely known for its individ-
ual designers, the Gothic style as we have come to know it is the product of a new 
attention to design that grew out of a thriving practice of draftsmanship.     

Uncertain Beginnings:  
Invisible Architects and Ephemeral Drawings  

Despite Goethe’s early embrace of Erwin von Steinbach as the visionary architect 
of Strasbourg Cathedral, and despite the survival of hundreds of drawings by ar-
chitects, Gothic architecture has rarely been considered the achievement of inge-
nious individuals, as is standard for Western architecture from the Renaissance on-
ward. This is in part because, compared to their successors, relatively little is known 
about the people who designed Gothic buildings. Notwithstanding numerous ef-
forts to reconsider the history of cathedrals “through the eyes of their builders,” 
a paradigm shift has so far been impeded by a lack of detailed records. For exam-
ple, as Peter Kurmann emphasized in the 1989 exhibition catalogue Les bâtisseurs 
des cathédrales gothiques (The builders of the Gothic cathedrals), more architects 
were named in archival documents of the thirteenth century than ever before. Yet, 
few of these individuals can be identified as the authors of any significant body 
of work or, in many cases, even securely associated with the parts of a building to 
which they contributed, effectively negating their mention in the archives.7 Like-

Fig. 1.   Markus Brunetti (German, born 1965). Strasbourg, Cathédrale Notre-Dame, 2009–14. Archi-
val pigment print

Fig. 2.   Attributed to Master Rudolph the Elder (Nationality TK, Century TK). Partial elevation of 
Strasbourg Cathedral (Drawing A), ca. 1250–60. Pen and ink over blind ruling on parchment, 
33 7/8 × 24 3/8 in. (86 × 62 cm). Fondation de l’Oeuvre Notre Dame, Strasbourg, held at Musée 
de l’Oeuvre Notre Dame (D. 22.995.010 [OND 1])
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Fig. 2.
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